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Preface

Although the Natyasastra of Bharata is known to be an encyclo-
paedic source for the reconstruction of ancient Indian social and cult-
ural history, it cannot be said to have been adequately utilized so far.
Much of the work which has heen done so far relates to the dramaturgy
of Bharata. Thus Sylvain Levi and Sten Konow, A.B. Keith, S.K.
De and P.V. Kane have attempted to trace the history of Sanskrit
drama and dramaturgy and V. Raghavan, R. Gnoli, Masson and Pat-
wardhan have sought to elucidate the aesthetic concepts involved in
this literary tradition. Mankad, tarlekar, G.K. Bhat and Manmohan
Ghosh have written on Bharatan theatre compendiously. On dance Dr.
Kapila Vatsyayana’s work is well-known. Acharya Brihaspati, Dr.
Premlata Sharma, Dr. Mukund Lath, Svami Prajnanand have com-
mented on several aspects of the development of ancient Indian music.
Despite such scholarly attention, it remains a fact that there has been
no adequate treatment of Bharata’s Natyasdstra as a whole. Nor has
there been any attempt to analyse it from a historical point of view or
to bring out its social background.

Much of the work done so far discusses the theatre from a technical
point of view as defined in the tradition of literary criticism. It does not
sufficiently attend to the fact that drama involving social representation
may serve to throw light on social history. Formal categories of drama-
turgy may in cffect be congealed facts and values deriving from social
life. The present work, thus, explores the technical world of theatrical
conventions, practices and ideas from the standpoint of social history.

At the same time, unlike the usual practice, the focus in the pres-
ent work is on the musicology of Bharata, not on his dramaturgy. In
interpreting the text of Bharata in this area recourse has been taken
to other ancient texts in music but especially to the admitted!ly difficult
but illuminating commentary of Abhinava Gupta. Explanations of
ancient terms by modern interpreters like Fox-Strangways, Clements,
Alain Danielou, Mark Levi, Acharya Brihaspati etc., have been
critically considered and special attention given to theatrical music.

Bharata treats the performing arts as parts of Natya and Ndatya as
social representation. Expression, communication and representation
are essential processes through which the arts operate. Their formal
and technical categories cannot be divorced from social facts, attitudes
and values. From this point of view the NatyaSistra acquires the as-
pect of a highly significant social and cultural document from which
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one may glean not only the outward appearance, manners and gestures
of the people in its age but also their inner psyche and social relations.
It is from this point of view that the present work seeks to put to-
gether the social and cultural data of the Natya$astra and placer them
in the context of their historical development.

In the scheme of Bharata the various arts meet in the theatre and
find their inner unity in the concept of resa in which aesthetic and
social values coincide. The present work seeks to bring out inter alia
these unifying strands of the arts.

The distinctive approach in the present work may, thus, be defined
by its socio-historical orientation, focus on musicology, and the ana-
lysis of aesthetic and social values.

The present work is based on a dissertation with the same title
accepted by the University of Allahabad for its degree of D. Phil. in
1987. The original work has been revised and updated into its present
form in the light of further study and reflection made possible by the
Research Associateship granted by the University Grants Commission
in January 1989, and forms the first part of a series of monographs
planned on the Natya$astra tradition.

My deepest debt is to Professor B.N.S. Yadav, former Head of
the Department of Ancient History, Culture and Archaeology, Univ-
ersity of Allahabad for his never-failing guidance in my research
work. I am also beholden to my other teachers in the Department
especially to the late Professor G.R. Sharma, Professor U.N. Roy,
Professor S.N. Roy and Professor S. Bhattacharya. Professor K.D.
Bajppai, Dr. S.P. Gupta, Professor V.S. Pathak, Dr. Mukund Lath,
and above all, the late Dr. Jai Dev Singh, the celebrated musicologist,
have helped me through their reprints, books and suggestions from
time to time, and I am grateful to them. I must also record my
gratitude to Shri M.C. Tiwari and Shri Raghuvansh Tiwari for their
assistance and courtesy. Finally, but for the kind interest of Professor
S.R. Goyal the present work would have remained on the dusty shelf
and without seeing the light of the day so soon. I can never express
my gratitude to him sufficiently.

It would hardly be appropriate to speak of gratitude towards my
parents, Professor G.C. Pande and Shrimati Sudha Pande. or towards
my mother-in-law, Shrimati Brajangana Pande or my husband, Shri
D.P. Pande, whose affectionate interest in my work has afforded me
constant emotional support. Even my little son Anshuman has been
considerate by not being over-demanding !

Allahabad, 12.06.1990 Anupa Pande
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Chapter 1

The Natyasastra and its Date

The Nature and Date of the NS

The Natyasasira deals with theatre in the most comprehensive
manner. It is not simply an elaborate treatise on dramaturgy, but
the most ancient and authoritative surviving treatise on histrionics,
dance and music. “The term ‘theatrics’ is perhaps the most appro-
priate word to represent its Sanskrit denotation.”” The author is
designated Bharata or simply Muni. The work has also been desig-
nated by Abhinavagupta ‘‘Sattriméakam Bharatasitramidam.”? Tt
was also known as ‘Satasahasri.’® Bahuriipa Midra, in his commen-
tary on the Dasariipaka, refers to an earlier and larger work consist-
ing of twelve thousand $lokas.* 1In the Bhavaprakasana® it is stated
that from the Natyaveda of twelve thousand verses, the Bharatas pro-
duced a summary of six thousand verses. This earlier and larger work
has been lost, only some quotations from it survive. There is also a
tradition that originally the gandharva-veda composed by Brahma
consisted of 36,000 §lokas.®

It seems that tradition recognised three stages in the development
of the N§—an original work attributed to Brahma; a later work of
12,000 verses, apparently in the form of dialogue between Siva and
Parvati; and the present treatise by Bharata. Abhinavagupta refers to
three different schools of earlier opinion, namely of Sadasiva, Brahma
and Bharata.?” He combats the view of some ‘disbelieving critics’
(nastikas) that the NS was not the work of Bharata but a work inten-
ded to prove the superiority of the Brahmamata over the other two.8

1t has to be remembered that the word ‘Bharata’ was not simply
the name of a particular sage, but also a word signifying an actor or
nata.? 1t is, thus, possible that the present NS was not the work of
a single sage, but rather a comprehensive handbook of actors, tradi-
tionally handed down and enlarged. This would explain its encyclo-
paedic scope, highly technical exposition and a severely practical style
which generally eschews theoretical discussions. On the other hand,
the work as it exists is highly systematic and by and large consistent
and unified. The hypothesis about a composite authorship is already
mentioned and criticised by Abhinavagupta “‘ekasya granthasya
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anekavakirvacanasandarbhamayatve pramanabhavat” 10 It certainly
shows the unifying activity of some great mind or minds responsible
for its original conception and final redaction. Since Bharatamuni
is described as a master of drama and stage-craft (NS ,ch. 1) and the
head of a long line of theatrical experts, there is no real contradiction
between the two views. A theatrical tradition existed among the
actors nnd producers and Bharata himself, conversant with their
practice, systematically epitomised the tradition.1t A similar situa-
tion is found in the case of the Silpasastras, where also one can see
the combination of the practical tradition of craftsmen with the intel-
lectual activity of sages or seers. The fact that the actors and crafts-
men worked in guilds, made the growth of tradition in a more or less
codified form easy. Without postulating a close association between
the practical experience af artists and the theoretical activity of intel-
lectuals or seers, the growth of the NS or of the Silpasastra or of
other similar Sastras would hardly be intelligible.

It is for this reason that the dating of the NS presents serious

difficulties. Diverse dates have been proposed by different scholars!?
from c. 500 B.C. to c. 300 A.p. It has been reasonably argued that
the Malavikagnimitram, Kumarasambhavam, Raghuvam$am and Vikra-
morvasiyam'® of Kalidasa and the AmarakoSa presuppose the NS
which would, thus, be pre-Gupta. The fact that Matrgupta, whom
tradition connects with Kalidasa and Harsa-Vikrama are said to have
expounded the N§ 142 would strengthen this supposition. From the
8th century onwards, there was a long line of commentators on the
NS, such as Lollata, Udbhata, Sankuka, Bhattandyaka and Abhina-
vagupta.14® Apart from commentators, literary critics like Bhamaha
and Vamana appear to have been versed in the NS. Although the
dating of Bhimaha has attracted much controversy, his treatment
of the Buddhist principle of apoha and his closeness to Dandin
suggests a date between the 6th and 8th centuries for him.1® The
anteriority of NS to Bhamaha, Dandin and Bhatti is also clear from
its rudimentary treatment of Alaikaras. Thus a pre-Gupta date for
the NS cannot be seriously contested.

On the other hand, Keith argued that the Priakrtas of Bharata
are later than those of Agvaghosa,16 though he does not substantiate
or elaborate it. If we examine the contents of the NS, we find it
referring to Khasa, Vahlika and the Mlecchas.}? Again, the mention
of Sakira, if it implies a reference to the Saka janapada, as was the
opinion of some ancient commentators, and also the plain reference
to Saka, Yavana, Pahlava and Bahlika would suggest a date not
earlier than the end of the second or the first century B.C.18 The refere-
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nce to the Pagupatas'® would harmonise with this. The reference to
Bharata as karmabhimi®0 is redolent of the early Pauranic atmosphere
as is its picture of the gods and myths. At one place, the kings are
described as celebrated in the Vedic tradition and as born of the
gods.*? This cannot but remind one of Manu®? whom Biihler placed
between the 2nd cen. B.Cc. and 2nd cen. A.D.23 For the NS also this
time-period would appear to be not far from the truth.

Although the NS does not refer to the nagaraka of the Kama-
§astra as such, its characters of the Prakarana approach that image
closely. The Vita in particular is a sophisticated town-dweller. Even
though the NS does not dwell on the city and its life as such, it has
an entire chapter on the Vaifika. Now it may be recalled that accor-
ding to the Kamasastra, one version of it was composed by Dattaka,
who wrote a separate treatise on the Vaifikadhyaya. 24 Since the
treatise of Dattaka no longer exists, itis difficult to say as to what
extent the Vaisikadhyaya of the NS derives from it. In fact, Dattaka
is said to have composed his work for the sake of the ganmikas of
Pataliputra. It may be presumed that NS also presupposes the rise
of such big cities as Pataliputra became by the 4th cen. B.C. Its
geographical, ethnic and social horizons indicate the age of the Indo-
Scythians and the Indo-Greeks.

Another consideration important for the dating of the NS is the
fact that it presupposes a well-developed theatre and dramatic perfor-
mances, as also a highly formalized tradition of dance and music. The
antiquity of this tradition provides an earlier limit for a text like the
NS. How old the theatrical tradition was, has been a question much
debated by modern scholars. Some modern scholars have attempted
to trace the origins of Sanskrit drama to the Vedas themselves.’> The
dialogue hymns of the Vedas have been considered the source of later
drama. There are at least fifteen such dialogue hymns in the Rk Sam-
hita. Thus, in the first mandala we have two hymns (numbered 165
and 170) recalling a dialogue of Indra with the Maruts. In the same
mandala hymn number 179 contains the famous dialogue of Agastya
with Lopamudra. In the third mandala, the thirty-third hymn has a
dialogue of Viévamitra with the rivers and in the fourth mandala, the
eighteenth hymn records a dialogue between Indra, Aditi and Vama-
deva. The 42nd hymn in the same mandala, has a dialogue between
Indra and Varuna. In the 7th mandala, the 33rd hymn gives the dia-
logue between Vasistha and his sons. In the 9th mandala, the 100th
hymn has the dialogue of Nema Bhargava and Indra. The 10th man-
dala has as many as 6 hymns with dialogues. The 10th hymn of this
mandala records the famous dialogue of Yama and Yami. The 28th
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hymn has the dialogue of the gods with Agni. The 86th hymn is the
dialogue of Puriiravas and Urvaéi, while the 108th hymn has the dia-
logue of Sarama and the Panis.

Now these dialogues have not been ascribed any ritual use by Say-
ana. It has been suggested that some of these dialogues may have
been reported or enacted at Vedic sacrifices. Von Schroeder suggested
that these dialogue hymns had their origin in Vedic mysteries which
went back to Indo-European times.26 One difficulty with the hypo-
thesis of regarding the dialogue hymns as providing the origin of later
drama is that this genre virtually disappears in later Vedic times. Win- -
disch, Oldenberg and Pischel suggested that these dialogue hymns
were survivals of ancient epic dialogues with the connective prose eli-
minated. Thus, both drama and epic may be said to have their source
in them.2? Keith, however, comments that there is no evidence that
such a prose-verse mixture existed in the early Vedic hymns.?8

Thus, although, it is undeniable that the dialogue hymns of the
Rgveda are dramatic and that Vedic ritual also contained dramatic ele-
ments such as may be seen in the ritual of soma-purchase, the cere-
monies of royal consecration and the Mahdvrata ceremony, it is not
clear that these elements existed in the Vedic religious literature in
the form of independent dramatic performances. The dramatic ele-
ments in the Vedic ritual or literature connected representation with a
direct religious or magical result, not with entertainment. This diffe-
rence of spirit and purpose between Vedic literature and ritual on the
one hand, and classical drama on the other, remained fundamental. It
is true that classical drama and even music and dance retained a cer-
tain connection with ritual and religious purpose, but they tended to
emphasize secular entertainment. That is why the traditional origin
of drama as reported in the NS is that drama began in the Treta yuga,
and did not exist in the Krfa yuga. While in creating it Brahma used
elements from the Vedas, it is not itself ascribed a Vedic character. It
is described as the ‘fifth’ Veda and, thus, is understood to be different
in character from the Vedas, though seeking to disseminate traditional
wisdom along with providing popular entertainment. Earlier, Itihdsa
has been described as the fifth Veda. The application of that title to
drama suggests a direct connection with the epics. The connection
with the Vedas is, indeed, more a claim than a reality because, as
Keith pertinently points out, no actual quotations from the Veda are
offered in the Natyasastra.

Thus, while the connection of the NS with the Vedas was some-
what remote via the Gandharva Upaveda and the use of ritual in dra-
matic prologues, its connection with the epics and the secular folk-tra-
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_ditions of mime, dance and music in Vedic ritual as well as of ballads
and dialogues in the Vedic literature would themselves point to folk
sources. The same elements of art as were current among the folk
would be taken up for specialised use and characteristic develop-
ment by the priests in religious and ritual contexts.  As a matter of
principle the distinction between the ‘sacred’ and the ‘secular’ could
only have arisen within a folk context originally. The continuity of
folk life as a source of creativity and standardization is not to be re-
garded as seriously interrupted by the emergence of formalized struc-
tures of sacred ritual. Despite the formal distinction of Veda and
Loka, or for that matter, of the ecclesiastical and the pagan in the
West, the existence of feed-back mechanism linking the two cannot be
wholly denied.

Several scholars in the past advocated a variety of much contro-
verted theories which have now become dated. Thus Hillebrandt and
Sten Konow emphasized the secular origin of drama in puppet play.
Liiders emphasized the role of shadow plays, Weber and Windisch
sought Greek influence and inspiration for Sanskrit drama and poin-
ted specially to the New Attic Comedy. Sylvain Lévi argued for Saka
influence.2? Most of these theories have been long since criticised
as exaggerated and one-sided and they deserve to be discarded for the
additional and simple reason that all of them consider the origin of
Sanskrit drama to lie in too late a period viz., the period of the Indo-
Greeks and the Sakas. Keith holds that there is no real reference to
drama in Panini and that even in Pataiijali’s times there is evidence
only of some kind of religious spectacles. If then the origins of classi-
cal drama are to be placed between the 2nd century B.C. and the Ist
century A.D., it would obviously be necessary to assign a much later
date for the NS. It is for this reason that Keith dates the NS between
Asvaghosa and Kalidasa.

However, the evidence for the antiquity of drama has been re-
assessed by several recent Indian scholars. It has been pointed out
that already in the Vedic literature we have reference to failisa®® which
later meant an actor following the tradition of Sililin, the author of a
nata-siitra. This raises the presumption that ‘failisa’ may have had a
similar meaning in the Vedic texts also. It is true that the explicit
mention in this context is only of ‘song and dance’, ‘gitaya Sailiasam’,
nrttaya $ailigam’, but then it may be questioned if the Vedic use of
nrita can be given the technical meaning current in later times. ‘Naia’
itself is sometimes believed to be Prakrtised from Nrf and it is possi-
ble that originally Nrtta, Nriya and Natya were all rolled into one.
Panini’s reference to the nata-sitras can only be adequately interpre-
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ted in terms of practical hand-books for actors,3!

The Arthasastra clearly distinguishes between “actors (nata), dan-
cers (nartaka), singers (gayakas), instrumentalists (vadakas), story-
tellers (vagjivana), bards (kusilava), rope-dancers (plavaka), showmen
(faubhika), and wandering ministrels (caranas).”’3® This shows a well
developed and differentiated stage of the performing arts. This is con-
firmed by Kautalya’s reference to the diverse arts (kala) taught to the
women who lived by the stage (rangopajivini). These include the arts
of “singing (gita), playing on musical instruments (vadya), reciting
(pathya), dancing (nrtya), acting (natya), writing (aksara), painting
(citra), playing on the lute (vina), flute ( venu) and the drum (mrdanga),
reading the thoughts of others (paracittajiiana), preparing perfumes
and garlands (gandhamalyasamyihana), entertaining by conversation
(samviadana), shampooing (sarmvahana) and the courtesan’s art (vaisika-
kala).”’3% It is clear that even instruction in the diverse theatrical arts
had become highly professionalised. The Natyacdrya or the instructor
in theatrical arts was a recognised figure, popular but not approved
by Brahmanical orthodoxy. Thus, in the Baudhayana Dharmasitra,
being such an instructor (natyacaryata) is condemned as a minor defi-
lement.3*

The Mahabhasya refers to the enacted spectacle of the killing of
Karhsa (by Vasudeva) and of the binding of Bali (by Vamana). There
were actors (natas) as also their instructors (faubhikas), as is brought
out by the Pradipa ““$aubhika iti Kamsadyanukarinaim natandam vyakh-
yanopadhyayak on the Mahabhasya text—*Ye tavadete Saubhika namai-
te pratyaksam Kamsam ghatayanti pratyaksam ca Balin bandhayantiti.’
The spectators (samajikas) were moved by the spectacles and took
sides.35 These spectacles were not simply religious mimes, but had an
aesthetic purpose as is shown decisively by Pataiijali’s reference to
‘rasiko natah.’®8

An important piece of evidence about the antiquity of drama in
India has been furnished by the identification and historical location
of Subandhu and Vasavadatta.3? It is well-known that Vamana quotes
a verse which says that now the youthful son of Candragupta, shining
like the moon, has become the king and the patron of the learned.
He explains that the patronage of the learned meant that Subandhu
became the Counsellor (Sacivya).38  Some scholars see in this verse a
reference to Samudragupta or Kuméragupta as the patron of Vasu-
bandhu. Now, Abhinavagupta in his commentary on the NS tells us
that Mahikavi Subandhu wrote Vasavadattanatyadhara which was a
prime example of natyayita or play within a play. Here Bindusara is
made the spectator of a play in which Udayana watches a play with



The Natyasastra and its Date 7

Vasavadattd as heroine.3® Now, a commentary published some time
back and called Kalpalataviveka® explains with reference to Bhamaha
(4.50) that the writing of Subandhu had been attacked by Visnugupta
as unrealistic on five scores and that these objections had been ans-
wered. It seems, thus, that the patron of Subandhu was Bindusara,
This confirms what had been known earlier by the Parifistaparvan, the
Jaina Brhatkathakosa and the Mafjusrimilakalpa. Subandhu appears
to have been a minister under the last Nanda and the first two Maur-
ya rulers?! and obviously a rival of Visnugupta, i.e. Kautalya or Can-
akya. The dramatic composition attributed to him indicates by the
very complexity of its form a long earlier tradition of drama. The
reference to troupes of actors in the Dighanikaya supports this anti-
quity.#? 1In the Samyuttanikaya it is said that an actor pleases and
amuses the assembled spectators by his speech and acting.*3 With the
existence of handbooks for actors (natasiitras) as attested by Panini
even earlier, this should cause no surprise.1* If then the theatrical tra-
dition clearly existed between Panini and Patafjali, the date of the
NS could well belong to the succeeding two centuries.*
NS Text and Commentaries

Although the NS has been edited wholly or partly several times,
there can be no doubt that its text remains unsatisfactory as has been
pointed out by several scholars. 46  Apart from the defects in the
manuscript material, this is also due to the highly technical nature of
the text which tended to make it unintelligible occasionally to
scribes and editors alike. The greatest single help provided by
Abhinavabharati in this context was itself subject to the difficulty of
corrupt manuscripts and perhaps unavoidably imperfect editing. This
does not, however, suffice to prove the composite authorship of the
work or justify its stratification on impressionistic grounds.%” As an
attempt to provide a comprehensive handbook of traditionally current
ideas and practices on a wide range of subjects, the NS is bound to
contain heterogeneity and its material would belong to traditions of
varying antiquity. Nevertheless, the work is arranged not in a histo-
rical, but rather a systematic manner and hence does not give any
adequate clues about the evolution of its concepts, except that Abhi-
navagupta occasionally points out such differences. Under the cir-
cumstances, the NS has to be treated as representing an age of classic
systematisation which sums up earlier traditions and stands at the
head of subsequent developments. Thus, in drama it presupposes the
numerous types of ripakas and their formal analyses but the syste-
matisation of upariipakas came later. In music, it presupposes the full
development of the Gandharva system but gives currency to theatrical
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music from which the subsequent development of the raga system
took place. In aesthetics, it produced the celebrated formula of rasa,
which was at once descriptive and evaluative, but it became the star-
ting point of later aesthetic ideas. Its concept of rasa, despite inter-
polations was confined to only eight rasas. Many other rasas were
conceived of in later times.48 While it shows much development in
metrics, its rhetoric is relatively redumentary. In the analyses of
dance movements and gestures, it presents a well-nigh perfected
grammar leaving for posterity only the development of special and
complex dance forms which combined pure dancing into musical
operas.

Apart from Bharata several authors have been mentioned in the
NS. Not only the mythical Sadasiva and Brahma, we also find the
names of Nandi, Kohala, Vatsya, Sandilya and Dhirtila.4? Abhinava
has many references to the authority of Kohala. Tandu or Nandi is
mentioned as a celebrated master of dance while Sviti and Narada
are mentioned in the context of music especially. It has been sugges-
ted that Dhartila or Dhirtita is a mistake for Dattila who has been
mentioned in the NS in the company of Sandilya, Vatsa and
Kohala.5® Dattila appears to have been an authonity on Gandharva
and coeval with but independent of Bharata.®! He refers to Narada,
Vigéakhila and Kohala. Nandi is sometimes identified with Nandi-
keévara without much cogency.5?

The value of the NS as a source for the study of ancient Indian
culture is matched only by the difficulties which stand in the way of
its full utilization. The work is encylcopaedic in character,®® but
written for the most part in the highly technical language of the per-
forming arts of a long vanished age. Thata certain reconstruction of
its contents is possible, is only because of the continuity of the ancient
tradition reflected in theatrical writings primarily and to some extent
in the practical tradition. A number of ancient authors wrote com-
mentaries on the NS—Bhattodbhatta, Lollata, Matrgupta, Sankuka,
Bhattanayaka, Bhattayantra and Abhinavagupta. Unfortunately, ex-
cept for the last, all the earlier commentaries have been lost. Abhi-
navagupta occasionally quotes the views of earlier commentators. He
himself wrote late in the 10th century in Kashmir and was, as is well-
known, a celebrated mystic, philosopher and a versatile scholar. His
explanations constitute the most valuable key to the unlocking of the
NS, especially of its sections dealing with music and aesthetics. The
works of Dattila, Matanga and Sirﬁgadeva, too, are of great impor-
tance in this context. So are the works of later dramaturgists and
rhetoricians. The Kamasitra, the Manusmyti, the early classical dra-
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matists and poets like Bhasa, Aévaghosa, Kalidasa, Sadraka and
Hala too, are relevant to the understanding of the NS as they illus-
trate the tradition of dramatic practice and atmosphere proximate to

ik

The sculptures of Sunga, Satavahana, Saka and Kusdna ages,

occasionally provide telling illustrations of ornaments, dress, social
chatacter etc. which may be found in the NS. This is, however,
only incidental because the NS is a technical summary of the per-
forming arts rather than the visual arts of the ages.
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Chapter 2

Ancient Indian Theatre as Reflected in the Natyasastra

The antiquity of Indian drama and theatre is, as discussed in
Chapter 1, uncertain. While dramatic elements can certainly be dis-
covered in the Vedic literature, it is difficult to say that there was any
formalised, distinct recognition of drama at that time. Folk mimes
and dialogues accompanied with dance and music may be presumed
to have existed because these elements are found in some Vedic
rituals. At the same time, matas or actor-acrobats were certainly
known in the later Vedic age because they figured in the sacrificial

list of the purusamedha found in the Satapatha Brahmanal In Pani- '

ni's Astadhyayi, one hears of nata-siitras.> It may, therefore, be pre-
sumed that handbooks of the histrionic art were already known to
Panini. Theatrical troupes with distinct professional expertise must,
therefore, have existed in some form. The si#¢ras mention the profes-
sion of a theatrical coach (natyacaryata).® The Arthasastra also
mentions wandering groups of actors as also the professional coach-
ing of the arts of those who live by the stage (raigopajivin).* In the
Mahabhasya the existence of dramatic representations is quite clear.b
\We\iﬁkﬁnd that a cave in the Ramgarh hills in Madhya Pradesh
prob served the purpose of a stage in about the second century
B.c.6 Thus~bzetween Panini and Patafijali, i.e. between the 5th and
the 2nd centuries ®: there certainly existed troupes of actors,
handbooks for them and s kind of stage and shows. If this evi-
dence is combined with the plausibie historicity of Subandhu and his
Vasavadattanatyadhard, it would indicate eveloped dramatic tradi-
tion by the 4th century B.C.7
Prof. Keith has suggested that dramatic performancswere proba-
bly enacted in palaces or temples without any regular or per
buildings constructed as theatres.® This state might have existed in
very early times, but it had been overcome by the time of Bharata.
Bharata’s Natyasastra visualises definite types of theatres with well-
developed conventions regarding their construction. Although bet-
ween the 2nd century B.C. and the 2nd century A.p, the Indo-
Greeks and Sakas ruled over parts of northern and western India,
neither the theory of Weber and Windisch? about Greek influence,

e e
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appears plausible now, nor that of Sylvain Lévi and Konow about
Saka influence.l® The Natyasastra of Bharata presupposes a long and
indigenous tradition.

The broad outline of the architecture of the theatre (natyaman-
dapa) is clear enough. Three different forms of the theatrical hall are
visualised. It could be rectangular, square or triangular.l* The sizes
could be big, middling or small.'? Generally, the hall was conceived
as two-storeyed, which apparently meant that the elevation of the
theatre had the appearance of being divided into two storeys.}3 The
stage occupied the western half of the dramatic hall. The eastern half
consisted of the auditorium. At the back of the western-most end of
the stage was located the green room or mepathyal? Tts length
was half of the stage (ranga),l® which itself appears to have
been divided into two parts, namely, rangasirsa and rangapitha,
the former being to the west of the latter which was not so elevated.16
It has, however, been suggested that rangasirsa and rangapitha were
identical.l” The green room was separated from the rangasirsa by a
curtain and a central pillar though some scholars have suggested that
the curtain was between rangasirsa and rangapithal® The nepathya
was connected with the rangasirsa by two doors, one on each side of
the pillars.l® 1In front of the pillars was located the orchestra or the
kutapa.20 On both sides of the rangapitha and projecting beyond the
walls of the hall stood two ornamental verandahs or mattavirani.”
Some scholars have, however, suggested that mattavarani was a
continuous frieze of elephants along the elevation of the rangapitha.

The eastern half of the hall was built as an auditorium with tiers
of elevated seats.?3 Many ornamentally constructed pillars studded
the building.?* The ceilling was apparently shaped like the vault of
a cave, which implied a gable roof.?5 There were distinct entrances
for the actors and the audience.?® The columns and the walls were
decorated and painted.27 The openings were arranged with reference
to sound accoustics.

As mentioned earlier, the general idea of the dramatic hall is clear
enough. Sharp controversies, however, plague the interpretation of
various points in the text of the NS. Abhinavagupta himself mentions
diverse interpretations at places. Some have even suggested that
Abhinavagupta did not have any living theatrical tradition before
him.28 The principal controversies may be listed as follows. 1) The
determination of the dimensions of the permissible types of shapes;
2) the meaning of rangapitha in relation to rangafirsa; 3) the loca-
tion of yavanika, 4) the meaning of mattavarani; 5) the meaning of
saddaruka; 6) the placement of the pillars; 7) the meaning of dvi-
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bhiimika and guhakara; and 8) the partition of seats. Dr. Mankad,
M.M. Ghosh, Dr. Raghavan, Dr. Subbarao and Visvesvara Shastri
are the principal names of scholars who have expressed divergent
views on one or more of these questions.*?

The verses 7 to 11 of the second chapter of Bharata run as follows:
“The wise Vidvakarman having seen the theatre conceived it in accor-
dance with $dstra, as having a three-fold plan (trividhak sannivesah).
The theatre (mandapa) may be rectangular (vikrsta), square (catu-
rasra) or triangular (frayasra). Their measures (pramanani) may be
large, middling and small. These measures are prescribed as based
on hastadanda and are of 108 hastas, 64 hastas and 32 hastas. The
large measure is of 108, the middling one of 64 and the smallest of
32 hastas. The large is meant for the gods, the middling for the kings
and the smallest for other people.”” Abhinava furnishes some explana-
tions. He says the large, middling and small measures are based on
measurement in terms of hastadanda, not on the shapes of the
theatre—"** Pramanam hastadandasrayamjyesthaditvam na tu sannivesas-
rayamiti vavat.”’30 Secondly, he comments that these diverse shapes
and sizes are mentioned only to continue the old tradition according
to which there are eighteen types. Practically, not all of them are
useful .31 Thirdly, he points out that the reference to gods, men and
other beings is a reference to plays of different types, where the hero
and the villains come from these classes. Abhinava rejects the rival
contention that here gods etc. are intended for spectators, not chara-
cters. He gives the examples of the dima for the large sized (theatre),
nataka etc. for the middle-sized (theatre) and bhana, prahasana etc.
for the small-sized (theatre).3?

The text goeson to mention that a danda consists of four hastas,
while the hasta consists of twenty-four fingers or eighteen inches.
According to Abhinava, the eighteen possible types include nine
measured in hastas and nine measured in dandas. Nine possibilities
arise from the combination of three shapes in three sizes each.®®
Thus, vikrsta could be jyestha, madhyama and avara; and similarly
would be caturasra and tryasra. 1) Vikrsta jyestha would be 108 < 64
hastas; 2) Vikrsta madhyama would be 6432 hastas; 3) Vikrsta
avara would be 3216 (?) hastas; 4) Caturasra jyestha would be
108 < 108; 5) Caturasra madhyama would be 64x64; 6) Caturasra
avara would be 32 32; 7) Tryasra jyestha would be an equilateral
triangle with one side equal to 108 hastas; so Tryasra madhyama
would have a side of 64 hastas and Tryasra avara would have a side
of 32 hastas.

In understanding this classification, cue must decide on two of
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Abhinava’s interpretations at the outset. Is the reference to gods,
men and others a reference to spectators or plays having these as
principal characters? Some modern critics like Subbarao have assum-
ed the former, whereas Abhinava had rejected this view. If Abhi-
nava’s interpretation is not accepted, the NS would appear to have
been meant as much for the gods and other creatures as for men.
This does not appear to have been the case. Similarly, hasta-denda
can only mean hasta and danda. Prof. Subbarao’s interpretation of
danda as a measuring rod seems to have no justification.3%

Prof. Subbarao says that Vikrisa jyestha, being for gods is not
relevant for men, and that Vikrsta avara is impossible because there
cannot be any dimension less than 32. He also rejects Caturasra jrestha
because it would be larger than Vikrsta jyestha, which would contra-
dict caturasra being a madhyama shape. This is based on Bharata’s
verse 10, where 108 hastas are called Jjyestha, 64 as madhyama and 32
as kaniyas. From this, it does not follow that caturasra is madhyama,
—*caturasram tu madhyamam.’ However, Prof. Subbarao appeals to the
eliminated verse 3 after verse 11, where it is said that the smallest
size is triangular, the square is the middling and the jyestha is
vikrsta. The authenticity of these verses is itself debatable. Since,
Caturasra madhyama would be longer than the Vikrsta madhyama,
Subbarao rejects this also as impossible. Caturasra avara he deems
feasible, and thus concludes that only three shapes and sizes are
permissible for men namely, Vikrsta madhyama (64 % 32), Caturasra
avara (32%32), and Tryasra avara (32X 32X 32).3%

Dr. Mankad3® had already suggested that the measures of the 3
shapes commence with 108, 64 and 32 hastas, so that Vikrsta
becomes jyestha, Caturasra madhyama and Tryasra becomes avara.
The result is that Vikrsta madhyama would be 64< 32 and Caturasra
madhyama would be 32x 32, This suggestion was meant (0 resolve
a peculiar difficulty in Bharata’s classification. On the one hand, it
recommends in verses 17-21 that of all the theatres (preksagrhas), the
middling or madhyama is the best. This apparently is of the dimen-
sion 64x32 hastas. Beyond this size, the appearances of the
characters would become indistinct and the voices would be distort-
ed. In the middling size, the accoustic qualities are the best. From
this it follows, that just as Vikrsta madhyama is illustrated by verse
17 as measuring 64 x 32 hastas, similarly, the Caturasra madhyama,
being 64x 64 ought to be prescribed for the caturasra shape. But,
actually in verse 86, the model size for caturasra is prescribed as
32x32. This appears to be contradictory. Thus, instead of picking
up on 6464 as the ideal madhyama of square shapes, Bharata
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actually picks up 32x32 as the ideal caturasra which is not madh-
yama. To explain this, Dr. Mankad has supposed that the measure-
ment for Caturasra should begin with 64 and not 108, Measurement
will begin for 108 in the case of Vikryia which is jyestha, and with
64 in the case of Caturasra.

The fact is that Bharata does not regard any particular shape as
inherently jyestha, modhyama or avara. Abhinava has made this
quite clear. Despite the 9 or 18 possible types Bharata has stipulated
that the maximum size should be 64 32. He has given details of
two types—vikrsta measuring 6432 and caturasra measuring
32232, It will be noticed that the area of this caturasra is one half
of the prescribed Vikrsta. As for the tryasra, no precise measurement
is given. Since, the equilateral triangle with sides of 32 hastas will
have precisely half of the area of the prescribed caturasra, perhaps
that is the appropriate triangular size. Shri Visvesvara Shastri has
suggested3? that Caturasra madhyama of 64 64 would be longer than
the prescribed maximum of 64:32. So Bharata prescribed only
32 32 as the proper size for a square shape.

Although the reference to gods, men and others could not be for
stages where gods etc. constitute the spectators, to say that different
types of stages and theatres are required for different types of plays
is also not free from difficulty. How could stages and theatres be
changed for different types of plays? It may be suggested that a
theatre for gods probably meant a theatre connected with the temple.
Similarly, a theatre for kings probably meant the theatre connected
with the royal palace and one for the common man (fesa prakrti)
probably meant a popular peoples’ theatre.

According to Bharata’s directions, the theatre is to be divided into
two equal parts along its length—the stage and the auditorium—then
the stage itself is divided into two equal parts, again along its
length-the backward or western portion consisting of the nepathyagrha
or the green-room. In NS 2, 34, the second or the forward half of
the stage is termed rangafirsa. In verse 62, Bharata goes on to say
“then (i.e. after the construction of mattavarani) the rangapitha is to
be constructed according to the prescribed method. But rangafirsa
is to be constructed as having saddaruka.” The use of the particle
‘" here in ‘rangasirgam tu’ clearly shows that rangapitha and ranga-
¢irsa are different. In his commentary on verse 34, Abhinava says
that the stage minus the green-room should be divided into two parts
each consisting of 8 hastas. One of them is called rangafirsa, the other
rangapitha 38 Of these, rangapitha is directly in front of the, audience
and is the place where most actions are represented; rangafirsa is the
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back where the orchestra takes its place. Abhinavagupta gives the
analogy of a person lying on his back so that his body is in front
and the head at the back. The latter is apparently comparable to
rangasirsa.

M.M. Ghosh, in an article in the IHQ 1933, while criticising
Mankad’s article in the same journal in the previous year, expressed
the view that rangapitha and rangasirsa are two names of the same
thing. He has, besides, tried to argue that three-fourth of the hall
should be for the audience and only one-fourth for nepathya and
raigapitha. His arguments are : 1) In the first chapter of the NS
(vv.90,95), while rangapitha is mentioned, rangasirsa is not. 2) In the
second chapter verses 32-33 mention raagasirsa, but not rangapitha.
Again, in verses 72, 73 and 75, only rangasirsa is mentioned and not
rangapitha. Again in verses 102-104 of chapter 2 only rangapitha is
mentioned and not raagasirsa. Then in verses 88-101 of the same
chapter, while rangapitha is mentioned four times, rangasirsa is men-
tioned only once and there we have a variant reading, rangapitha in
place of rangafirsa.

While Abhinavagupta places the curtain or yavanika between
rangapitha and rangasirsa,®® M.M. Ghosh rejects it and places the
curtain between nepathya and the rangasirsa. Prof. Subbarao describes
the rangapitha as the stage block and the rangasirsa as the upper surface
of the stage. He says that the rangapitha is the base of the ranga,
just as the ranga$irsa is the top of the upper surface of the ranga or
stage. Rangapitha is, therefore, the entire block of the stage having rai-
gasirsa on its upper surface. The rangasirsa is to rest on saddaruka,
which Subbarao takes to mean ‘braced frames’.0

In examining these different views and arguments one conclusion
which is unmistakable isthat Abhinavagupta clearly distinguished
between rangapitha and rangasirsa; therefore to abolish this distinc-
tion one requires positive and powerful evidence. Mere presumption
cannot be sufficient to discard Abhinava’s positive statements.

As regards the position of the yavanika or curtain, we have already
mentioned two views— Abhinava’s view that it stood between the ras-
gapitha and the rangasirsa and Dr. Ghosh’s view that it separated
the nepathya from the rangasirsa. Keith also supposes that the cur-
tain (pati. apati, tiraskarani, pratisira) to which the name yavanika or
javanika was given stood behind the stage (i.e. in front of the nepa-
thya). He argues that when the characters enter hastily, the curtain
is said to be violently thrown aside—apatiksepa. Prof. Keith also
argues that the name yavanika denotes that its material was foreign,
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and forbids any conclusion as to the Greek origin of the curtain
itself.41

In view of the fact that entry from the napathya to rangafirsa was
regularly through two doors and the orchestra stood between them
against a central pillar, it does not seem that the division of the
nepathya and ranga$irsa was by a curtain. On the other hand, Abhi-
nava’s suggestion would simply mean that the actors entered the
rangapitha by tossing aside the curtain. At the same time, however,
this position of the curtain would muffle the orchestra unless one
supposes that the curtain was removed after the commencement of the
action. Abhinavagupta described rangasirsa as the inner place for
the entering characters— “pravisatam patrand ca antassthanam.”**

There is considerable controversy on the relative heights of the
stage, the auditorium, and the different parts of the stage. Dr. M.M.
Ghosh suggests that the stage should be lower than the auditorium.
On the other hand, Abhinavagupta interprets Bharata to mean that
the stage including rangasirsa and nepothya should be one and a half
hastas higher than the auditorium.*® He says that the rangapitha has to
have the same height as mattavarani, which is to be constructed with
a height of a hand and a half. Thus rangapitha becomes one and a
half hastas higher than the ground floor (bradhnabhi-bhaga). He adds
that the reason for this is to prevent the obstruction of the ranagpitha
by the mattavarani. Thus, rangapitha is slightly higher than the
auditorium, and rangapitha. In NS 2, 62, it has been laid down that
the rangasirsa is to be filled with black earth free from impurities.
This is obviously intended to raise the level of the rangasirsa. This
surface of the rangasirsa is to be plain like the surface of a pure mi-
rror, not like the back of a tortoise nor that of a fish.# Prof.
Subbarao explains ‘kiirmaprstha’ and ‘matsyaprstha’ as convex and
concave respectively.

Dr. Ghosh, Dr. Mankad and most western scholars hold the ran-
gapitha to be lower than the mepathya. Dr. Weber is an exception.1?
Weber argued from ‘ni-patha” which denotes a descending way and
hence nepathya should be lower than the stage. Keith, however,
argues that the recuning phrase about the descent of actors on stape
(rangavatarana) suggests that the stage is lower than the nepathya.
This can easily be reconciled with Abhinava’s statement that ranga-
$irsa is a kind of vestibule (antassthanam) for the actors. They enter
the rangapitha from the rangasirsa and if the latter is slightly higher
than the former, the idea of descent is easily understood. Tt may be
added that the derivation of mepathya remains uncertain.

It may be recalled that the rangasirsa was declared to rest on
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saddaruka.®® Abhinava explains saddaruka as consisting of a cer-
tain arrangement of columns between the rangasirsa and nepathya. “‘In
front of the wall of the nepathya-grha (bhitti), there are to be two
columns at a distance of eight hastas. Then on each side of these
two columns there will be two other columns one on each side of the
earlier columns at a distance of 4 hastas each. These 4 columns
along with the joining beams on top and below form six timbers
which collectively are called saddarukam. The purpose of it is beauty
of construction. Then two doors are to be made of the nepathyagrha,
one to the south and one to the north. These doors are to have cur-
vilinear heads or lintels in the shape of arches. Thus, the rangasirsa
is for the beauty of the stage, for the concealing of the entrance of
the actors and providing rest to them. Some others say that sadda-
ruka is the same as Acchapata (? tridvaraka), consisting of the two
pillars adorned by timbers on the two sides above and below. Some
others say that saddaruka consists of the following six viz. itha, which
is the timber, extending far away from the capital of the column,
pratyiha or the balancing timber on top of that, niryiha consisting
of the part projecting out from the ends of the pratyiha or the bala-
ncing timber on top of that, niryitha consisting of the part projecting
out from the ends of the pratyithas and joining with the wall, safijava-
naphalakas which project from the niryiha, anubandha or decorations
on the columns like lions, mythical serpents etc. and kuharas or repre-
sentations of mountains, towns, groves, caves, etc. These six (elements)
constitute Saddaruka. 1n all the alternatives, there have to be two
doors for the movement of the actors™*7

In all these three interpretations of saddaruka as given by Abhi-
nava, Sadddruka represents a group of columns and their elements in
particular arrangements. These are, in other words, decorative ele-
ments on the rangasirsa. Against this Prof. Subbarao has given a
wholly new interpretation of saddiruka. He believes that the ranga-
§irsa has to be strongly supported, and for this support, cross-braced
frames need to be provided. These are called saddaruka. Such a
support will neutralise the reversal of stress created by movements of
actors on the rangasirsa.*® This interpretation, however, totally dis-
agrees with that of Abhinava.

Bharata says that on the side of the rangapitha should be cons-
tructed the mattavarani with four pillars in accordance with the size
of the rangapitha. The mattavarani is to be constructed with a height
of one and a half hastas. The height of the two should be the same
as the rangapitha. Abhinava says that the word parsve without quali-
fication and the phrase ‘equal to those two’ which indicates a dual
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number, together show that the reference is to the future two sides.49
The four columns are held projecting out of the stage. Thus, two
pillars will be outside the wall of the stage and then beyond the wall,
two others at a distance of 8 hastas. Thus, we geta square with
sides of 8 hastas, and formed by four columns projecting outside the
wall of the raiga. Those who think that mattavarani ought to be
rectangular will have its dimensions as 16 % 8 hastas. Thus, on Abhij-
nava’s view maittavdarani represents a pair of four columns on each
side of the stage, outside the wall of the rangapitha.

The meaning of the word mattavarani itsell requires some inter-
pretation. In the dictionaries the meaning of the word mattavarana
is given as a verandah of a special kind. It has even been suggested
that mattavarani is a mistake lor mattavaranau, but the suggestion
runs counter to Abhinava’s text.?0

Modern interpreters have, however, tended to place mattavarani
within the stage itself. Thus M.M. Ghosh makes the mattavarani
on both sides of the rangapitha extend up to the wall. Prof. Subbarao
has suggested a wholly novel view. He purposes that mattavarani is
a single entity, being in the singular. He supposes that mattavirani
is a frieze of elephants depicted on the audience-facing elevation of
the stage.”®  Another view, expressed by Prof. Bhanu, is that matta-
varani is a kind of railing which is in front of the rangapitha to pre-
vent spectators from rushing on to the stage.52

The most surprising thing about the mattavarani is the unfamilia-
rity of the word itself. In the Kuttanimatam, the word mattavarana
is used, but, there its sense may not be technical at all. The most
significant use is found in the Vasavadatta of Subandhu, where we
find ‘mattavaranayor varandakena’ >3 Here also the form is mattava-
rana’ but the connection with verandah seems to be clear. ‘Mattava-
rani or mattavarana, thus, seems to be a projecting and elevated ele-
ment at the same height as the rangapitha and on both sides of it,
constructed by means of four pillars on each side. The alternative
to this is to regard it as some kind of railing, or frieze on the railing.

Bharata makes it clear that after measurements are completed
(mana-vidhi), the construction begins by placing the bricks (istikastha-
pana).®* Bharata here speaks of the construction of the hall (manda-
pasya niveanam). 1f Abhinava is right, this construction is obviously
of a permanent nature. After sthapana, Bharata prescribes the
construction of the walls (bhittikarman). Abhinava adds that
mana-vidhi, sthapana-vidhi and bhitti-vidhi are successive. In verse
44, Bharata prescribes that the columns should be fixed after the walls
have been completed. Abhinava explains that here, sthapana (of the
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pillars) means their elevation. Apparently, there were four principal
pillars on the four corners. The brahmana stambha is apparently to
be placed at the south-eastern corner, the ksatriya pillar in the south-
western corner, the vaifpa pillar in the north-western corner and the
sidra pillar in the north-eastern corner. The position of the vaifya
stambha and $idra stambha is given explicitly in the NS .55 The
position of the brahmana stambha is given by Abhinava as ‘ifana
kona’ which is the south- eastern corner. In fixing the pillars, several
faults are to be avoided so that the pillars are immovable (acala),
unshakable (akampya), and unturnable (avalita). Faults in these
respects were held to indicate calamities.®® The pillars were required
to be as immovable as the Himalayas and bring victory to the king.
After this, as explained, mattavaranis were to be constructed on the
sides of the rangapitha and ranga$irsa was to be constructed along
with the saddaruka. This also involved the two doors of the nepa-
thya. The floor of the rangasirsa was to be polished. Afler the
rangasirsa was constructed, then woodwork (darukarma) was done.
The woodwork or kastha-vidhi involved various types of ornamental
works on the pillars or special constructions made out of these. These
include @ha, pratyiha, saijavana, vyala, salabhaiijika, nirvyiha, kuhara,
vedika, vinydsa, citra-jala and gavaksa, pithadharini and kapotali.57
Several of these like @tha, pratyiha, niryiha, kuhara, and safijavana
have been explained by Abhinava in the context of saddaruka. Vyala
seems to be the same as anubandha in the saddaruka, referring to
carving of beasts. Salabhafijika is charming wooden images.58 Ve-
dika generally had the sense of decorated railings as at Bharhut and
Sanchi. Abhinavagupta calls it ‘caturasrika’, but he clearly says
that they are decorated by many forms. Citrajala is a variegated
lattice, which has square octogonal holes. Gavakgas are lattices with
circular holes. Vinyasa obviously has the sense of disposition or
arrangement of elements. Pithadharini has been explained by Abhi-
nava as the balancing projection above the pillars. Kapotaii refers to
a dove-cot.?®

After wood-work, the walls are to be completed. 1t is laid down
that brackets (nagadanta), windows, corners and minor doors should
not have doors opposite to them. This restriction on cross-ventilation
is for accoustic purposes.80 Abhinava explains that nagadanta here
refers to the bracket on a pillar which holds an image. He gives an
alternative name for this, viz., gajamukha.

Bharata then goes on, in the same verse (2.80), to say that the
theatre, natya-mandapa, should be in the form of a mountain cave
($ailaguhdkara) and in two floors—dvibhiimi. From Sailaguhdkara
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Abhinava concludes that from it follows the firmness of sound—i.e.
when the theatre is constructed in the form of a cave, it leads to the
firm resonance of sound. Prof. Subbarao says that saeilaguhakara
means that the centre of the roof is higher than the sides. It simply
means that the theatre must have a gabled roof, hipped at the ends.
““The accoustical prcperty of a gabled roofis to reflect the sound from
the stage to the audience in an auditorium, and that of a flat roof
is to reflect the sound back again to the stage.”"61

Abhinava gives several interpretations of dvibhami. According to
some, two floors refer to the different elevations of parts of the stage.
Others say that along the measure of the external projection of the
mattavarani, a second wall is to be constructed like the pradiksina-
marga in temples of the gods. Some others say that a second floor
is to be constructed in the theatre. Still others read advibhami for
dvibhiimi. Abhinava’s teacher, Bhatiatauta, holds that it really refers
to the succession of levels in the theatre—low, high and still higher,
running from rangapitha to the door for public entrance. This will
prevent the obstruction of spectaters by each other, produce form
of the mountain cave and provide firm resonance.5?

The theatre is to have few windows with low access of air, almost
without flow of breeze and with resonant sound.®3 This would lead
to the orchestra having a deep resonance. The walls should be plas-
tered. Abhinava explains that the plaster should consist of ground
conchshells, sand and nacker. Then, on the outside, the walls should
be whitewashed with lime (sudhakarma). When the surface of wall is
burnished and even, it should be painted. The pictures should be of
men and women, and of creepers.64

Shifting to the Caturasra or square theatre, while saying that most
of the procedures will be similar as in the rectangular one, Bharata
describes in addition the positions of the pillars and the copstruction
of the seats. The pillars were installed for several purposes—for
giving support to the ceiling (mandapadharana), for decorative pur-
poses and for dividing the theatre into various parts.%5 Ten pillars
were to be the main support of the mandapa, and were to be placed
on the stage block (rangapithopari). Six other pillars were to be set up
in the interval (between the stage and the auditorivm?). Beyond them
were to be set up another eight pillars. This gives a total of twenty-
four pillars— 10 on the rangapitha, 6 between the rangapitha and pre-
ksaka nivesa and 8 apparently in the auditorium where the seats were
]a'id.‘56 These 24 apparently exclude the original four pillars at the
corners named after the different varnas and also the four columns
used in the saddaruka and the eight columns used in the mattavaranis.
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The total number would thus become 24 plus 16, that is 40. Apart
from these, Bharata prescribes that strong pillars, decorated by cary-
atids may be further used according to the judgement of experts.57

The location of the three groups of pillars, consisting of ten, six
and eight pillars respectively, was conceived by different commentators
in different ways. According to Sankuka, the ten pillars were thus
disposed —four on the four corners of the raigapitha; four more, each
being four hastas distant from these four pillars towards the south and
the north, and the remaining two at the same distance from the eas-~
tern two of the central pillars further toward the east by four hastas.
These constitute the first group of pillars. The remaining six include
two on the southern and two on the northern side of the pillars on
the rangapitha and two by the side of the eastern pillars. The remai-
ning eight are in the auditorium on its eastern-most side.88

Another view mentioned by Abhinava agrees with this view in
the respect to the ten and six pillars, but eight pillars are on this view
placed not at the back of the auditorium, but on the boundary of the
nepathya and rangafirsa.®®

The account of Abhinava also mentions the view of a Vartika-
kdra. On this view, of the first group of ten pillars, the ninth and
tenth are placed to the west rather than the east of the central six
pillars which are simiiar to the arrangement of Sankuka. In the next
group of six, three are placed to the south and three to the westin
such a way that only two are to the east of the rangapitha, the other
four are to the west, near the nepathya. The remaining eight form a
kind of enclosure with two on each side of the central eight pillars.”

Abhinava sums up the discussion with reference to the views of
his teacher, Bhattatauta. According to the latter” the pillars have
been divided into three groups of 10, 6 and 8 because they are located
at three levels. The three levels are the lower floor (adhobhiimi) where
the spectators are seated, rangapitha which is higher and rangafirsa
which is higher still. The first group of 10 pillars is located in the
adhodhiimi, the second group of six pillars is located in the raigapitha,
while the third group of eight pillars is located in the rangafirsa. The
main difficulty in this interpretation is to justify the location of the
ten pillars in the auditorium instead of the raigapitha. Since the text
of Bharata clearly speaks of them as rangapithoparisthitah’. 1t has
been suggested the Bhattatauta offered two explanations of this.
Firstly, he understood ‘wpari’ to mean ‘in front of’ or ‘beyond’.
Secondly, he even took the text to be ‘rangapitham paristhita’ where
pari had the sense of avoiding.

Turning now to the seating of the spectators, we find Bharata pres-
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cribing it in verses 90-92. The seating of the spectators was to have
the size of one hasta with the height of half hasta. Prof. Subbarao
has pointed out that bhamibhaga is a technical term for one half.
Thus each seat was to be one hasta in width and half hasta in height
and these seats were to be in tiers. The rangapitha was to be clearly
visible from the seats. The auditorium was to be constructed out of
bricks and timber.

In this context, ‘sopaanakrtipithakam’ of verse 90 has been inter-
preted as referring to the base of the pillars. It may be suggested that
it should be connected with the next verse dealing with the construc-
tion of the seats. This is also supported by one of the verses
quoted by Abhinava of the Vartikakara, which says that the staircase-
like base should be constructed all around the ranga.

As for the entrances there was to be an entrance at the back of
the nepathya grha on the western side of the theatre for the actors
and another on the eastern side for the spectators.”> Thus the thea-
tre faced the east, with a gable roof and a gallery running around it
giving the impression of a second storey. It had tiered seats in the
auditorium, and on the west the stage with numerous, well decorated
columns on which rested the beam of the roof.

The architecture of Bharata’s theatre reflects traditional and gene-
ral features of the times. The concept of the theatre being modelled
on a mountain cave is highly suggestive because as we know the use
of the caves for monastic residence was widespread. Not only does
the Buddhist Vinaya mention guha as one of the types of monasteries,
but from Aéokan times, historical examples of cave monasteries abo-
und. What is more, we even have the example of a cave theatre in the
Ramgarh hills. A peculiar advantage of the cave is its resonance.
Just as the cave architecture had imitated the use of timber in huts,
similarly now, the form of the cave with reference to its ceiling vault
and gable end are imitated in the structural theatres. We find theatrical
architecture using brick foundations, walls made of well-baked bricks
and the technology of roofing big halls. The walls were plastered,
white-washed and painted. The pillars had stepped bases, capitals,
brackets, and carvings including figures called Salabhafjika. The
roofing was apparently of timber. The structure of beams was mainly
supported by pillars.

The stage did not use properties except sparingly. Aharyabhinaya

“has been explained as the preparations in the green room-— ‘nepathya-
vidhih.™ They enable different types of mental states and characters
to find suitable expression on the stage. ‘‘Ahdrya is to acting as the
wall is to paintings done on it.”?* Four kinds of Aharya are
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mentioned—a)"® pusta or model work, b) alankdra or decoration, c)
angaracand@ or the make-up in accordance with the role, and d)
sajiva or different objects represented on the stage. Model work
or pusta was of 3 kinds, following different measures and forms
(nama-ripa-pramanatah). The first was Sandhima, which included pro-
ductions made up from joining pieces of bamboo or birch (kilifija)
and covering them up with skins or clothes. The second was called
vydjima. Here some mechanical means (yantra) were used for moving
the model, such as a string. The third variety was called vestima,
where a covering by lac or wax was used. In general, mountains,
vehicles, vimanas, shields, armours, flags etc., were included in
pusta.’ Thus, in the Abhijianasakuntala, the king enters seated on a
chariot; in the Mrechakatika a clay toy-cart gives the name to the
play. In the Balaramayana we have mechanical dolls. Mythical anima-
Is and monsters could be made of bamboos and cloth. Weapons were
not to be made of hard material. The general princip'e followed was
not that of stark realism but of conventional representation. ““The
kind of production which depends on much use of wooden machines
(kasthayantrabhiiyistha) is not to be used in our theatrical productions
because it implies a great deal of labour (khedavaha). Whatever subs-
tances of diverse characteristics are found in real life, the imitation of
their forms are a means to be used in the theatre. Palaces, houses,
vehicles and diverse weapons cannot be reproduced in their charac-
teristics in real life. Realism (lokadharmi) is different, theatrical re-
presentation (natyadharmi) is different. The former is the real nature
of things (svabhava), the latter only an image (vibhavana). Theatrical
weapons should not be made of iron nor should they be substantial
lest they be a burden. Theatrical implements should be light and
made of wood, leather, cloth, lac, bamboo pieces etc. Shields, ar-
mour, flags, mountains, palaces, houses, horses, elephants, vehi-
cles, temples or flying cars (vimana) etc. after being constructed by
bamboo pieces should be covered with coloured cloth and given
the shapes of the objects represented. If suitable cloth is not at hand,
then palm leaves and birch bark may be used. The weapons may be
made of straw, bamboo splits, lac, gourd etc. in diverse shapes. Mo-
dels (sariipyani) may be created of straw, bark, gourd etc. Diverse
shapes resembling the original may be made of clay, gourd, cloth,
wax, lac, bits of mica (abhra), atasi, Sana, bilva etc.77

The preparation of the actors in the green room included the use
of elaborate make-up, costumes, jewellery and ornaments. The make-
up of actresses included the painting of eyes, lips and teeth as also
the painting of the feet. The diverse ornaments have been prescribed
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but it is laid down that they should not impose too much weight.
Hair style and costumes were to be distinctive of the character repre-
sented. Thus, muni-kanyas were to have a costume suitable for their
dwelling in forests, the gandharva-women were to have sapphires to
decorate them, white teeth and black clothes.”® When representing
women separated from their husbands, their dress was to be dusty
and their hair bound up in a single plait.7 Actors had to have their
limbs and complexion painted in diverse colours to suit the types of
characters they were required to represent. This enabled them to
represent gods, demons, gandharvas etc.80 Thus gods, yaksas and ap-
saras were to be fair; Rudra, Sun, Brahma and Skanda were to have
the shine of gold etc. Kings were to have a lotus-complexion, fair or
dark. Happy mortals were to be represented as fair, the sick or the
evil-doers were to be represented as black; Kirata, Barbara, Andhra,
Dravida, the people of Kasi and Kosala, Pulindas and the Southerners
were to be generally represented as swarthy.81 On the other hand,
Sakas, Yavanas, Pahlavas, Bahlikas and other Northerners were to be
generally represented as fair. Brahmanas and Ksatriyas were to
be fair, Vaiéyas and Sadras dark. The colours of the costumes
too, varied according to the conventions of representation. Thus
Buddhist and other monks were to be dressed in ochre coloured
robes, the Pagupatas were to have variegated robes.®* Warriors were
to be shown in martial attire with armour, bow and quiver. Kings
were to have crowns of which three varieties have been mentioned.
Ministers and merchants were represented as wearing turbans. Many
types of religieux had shaven heads; crooks and rakes kept curly
hair.88

Sajiva meant the forms of living beings such as snakes, birds.
animals and men.8% These were to be represented in scenes of fight-
ing, siege etc. Thus, when the use of nagastra or snake weapon was
shown, the forms of snakes were to be represented.8?

The term ‘nata’ is held to have denoted a variety of allied profes-
sions viz., dancer, pantomime, acrobat, juggler and actor, and the
precise history of these meanings and the social history of the profes-
sions is not clear. As mentioned before, the evidence of Panini, Bau-
dhayana, Kautilya and Pataijali clearly indicates that the ‘natas®
were professional actors with their own tradition, customary laws
(amnaya or dharma)®® and teachers (naiyacaryas) who gave instruc-
tions in a variety of skills. They were organized in troupes under a
leader often styled Sitradhdra. These wandering troupes were some-
times treated as sub-castes and despised, especially for their low
morals.87 However, they also laid claim to professional excellence and
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respect from connoisseurs and popularity from spectators.®8 Even
sages and royal personages participated in stage-acting and the art
had a divine prototype.8? Learned authors had actors as their com-
panions.®0 It must, thus, be concluded that the actors belonged to
several social strata—the lowly, wandering in villages, as well as the
more affluent and accomplished who enjoyed the patronage and even
company of learned poets and royal courts. They not only performed
as instructed but also shared in the aesthetics of the enterprize.

The actors included men as well as women.?! Although sometimes
men also played female parts and were then known as bhrikuisa,?
it was quite usual for actresses to play such roles. The use of the
kaisiki vrtti, in particular, made the employment of actresses impera-
tive.93 Again, they were indispensable for singing. ~Literary descrip-
tions of play-acting clearly indicate the prevalence of actresses for the
rendering of female roles.#* Occasionally actresses also played the
role of men. The playing of roles, is in fact, divided into three types%®
viz., anuriipa, brhadripa (viripa) and avirapanuripini (ritpanuripa).
Where actresses take on female role and men male roles that is
known as anuripaprakrti. Where the roles are adopted without
regard to the age of the actor in relation to that of the character, it
is known as virdpa. Where the actors and actresses play the parts
of characters of the opposite sex we have the third type.

High qualifications have been laid down for the Sitradhara or the
Natyacarya who was the Director of the play and himself the princi-
pal actor.?¢ He was expected to be not only learned and skilled but
full of moral qualities. He alone was authorized to perform the ritual
of worshipping the gods. Since the play began with such worship,
he introduced it and often took the leading role. He was assisted by
his wife who used to be an actress or a nafi. He was also assisted by
other male actors in the Prologue called Sthapaka or Pariparsvika.®7
High qualifications have been mentioned for the actresses. They were
required to be accomplished in various arts including music, dance
and acting.

About acting itself, it has to be remembered that it was a combi-
nation of realistic representation and conventional gestures and sym-
bolism called lokadharmi and natyadharmi®8 respectively. The conven-
tional element was the most prominent in the representation of cha-
racter-types and their identification as also in the ways in which invi-
sible elements and actions were indicated. Realism, on the other hand,
was prominent in the acting of emotions through gestures. So detailed
and thorough was the training in such acting that the whole body was
used as a tool of precision for the suggestion of a wide gamut of



28 A Historical and Cultural Study of the Natyasistra

feelings.

The audience included the high and the low, the four castes, wo-
men and children, princes, ministers, priests and the numerous retinue
of the court. The kings and the retinue enjoyed a place of honour
and the seating of the socially high-ups followed a detailed precedence.
The audience also included experts who acted as judges (Prasnikas)
of the theatrical production.9? The well-developed principles of the
theatrical representation and dramaturgy in the NS obviously reflect
the result of a long tradition of critical analysis and judgement of
dramatic production and performance.

Footnotes

| Satapatha Brahmana, (SBE), V, p. 413.

2 Astadhyayi, 1V, 3, 110,

3 Baudhayana Dharmasitras, 2. 2. 5.

4 Arthasastra, 2. 27. 25.

5 Mahabhasya ad Astadhyayi, 3. 1. 26.

6 Bloch, ASI Report, 1903-04, pp. 123 ff.

7 See supra, Chap. I.

8 Keith, Sanskrit Drama, p. 358.

9 Ibid. pp. 57 ff. Weber had raised the probability of Greek influ-
ence through the courts of Bactrian kings in India but Pischel cri-
ticised him. Windisch raised the probability afresh by emphasi-
zing the sea-change which must occur to transform mere dance
and pantemime or epic recitation into the kind of regular drama
presupposed by the NS. The example of Gandbaraart and the
spirit of enlightened rulers like Menander suggest the possibility
of Greek influence in the spheres. Although little evidence of the
influence of Greek on Indian philosophy is attestable, the influence
on astronomy is undoubted. Some contact between Greek and
Sanskrit drama, thus, would not be impossible but the detailed
comparison of the two do not bring to light any decisive resem-
blances. On the other hand, the difference of spirit and atmos-
phere is quite striking. Yavanika or Javanika is without signifi-
cance since Greek drama used no curtain and the presence of
Yavanis only reflect a feature of Indian courts. Although both
Indian and Greek drama were conceived as ‘imitation’, Indian
drama emphasized the reprentation of mental states (hhava) rather
than mere action. It analysed action quite differently and often
used a much larger span of time and a much larger number of cha-
racters. Its treatment of bhaves has a much larger range. The
old Greek drama, in contrast, left romance alone, while the New




10

11
12

13
14

15e

17
18
19

20
21
22
23
24
25
26
27
28
29

30
3l

Ancient Indian Theatre as Reflected in the Natyasastra 29

Attic Comedy resembles to some extent the Natika and to some
extent the Prakarana rather than the Nafika. Noticeable are the
similarities in themes of ‘complications’, and ‘unravelling’ of roma-
nces, though ‘recognition’ etc. do not really indicate any specific
borrowing. On the characters, Vita, Vidasaka and Sakara, which
have been cited as showing Greek influence, the verdict must be
‘unproven’,

As Keith states, the views of Sylvain Lévi and Sten Konow rest
on the assumption that drama originated as a religious drama in
Prakrta, and the Sakas patronised Sanskrit for secular purposes
and helped the creation of Sanskrit drama. (op. cit., p. 71). Ma-
thura and Ujjain are held to have been the centres in the first and
third centuries A. D. The clear connection of Sanskrit with the
Sakas, however, emerges only with Rudradaman who claims to be
educated in a pre-existing literary and artistic tradition rather than
to be the creator of one. Vide his Junagadh inscription.
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Chapter 3

Theory and Practice of Drama

Natya has been derived from the root nat in the sense of move-
ment (avaspandana) and has been distinguished from Nrtya and Nrita,
both derived from the root nzf in the sense of throwing about one’s
limbs (gatra-viksepa).! Nrtta is the simplest of the three, and simply
denotes the movements of limbs ina definite rhythm and tempo—
“Nrttam talalayasrayam™.2 Nrtya involves acting (abhinaya) in a limi-
ted sense. Abhinaya had the sense of bringing forth or presentation—
“ Abhipiirvastu nifidhaturabhimukhyarthanirnaye/ Yasmat prayogam nay-
ati tasmad abhinayah smrtah.”’® Abhinaya was of four recognised types,
Sattvika, Vacika, Angika and Aharya. Of these, nrtya bad a profusion
of Angika. The dancer expressed emotional states through the motion
and disposition of his limbs. Hence, nrtya has been described as bhd-
vasraya, i. e. based on bhava or feeling. Alternatively, it has been
described as padarthabhinaya, or the representation of the meaning
of a word, i.e. a self-contained and static tableau. In contrast natya
is the enacting of a sequence of such meanings which are linked as a
sentence (Vakyarthabhinaya).* Nriya is a mere spectacle which is the
representation of some object. Naiya is the articulate expression of
connected meanings communicating rasa. Thus, unlike nrtva, natya
uses not merely the language of bodily gestures and movements but
primarily the language of articulate speech. It is not so much a spec-
tacle as a communication.

This may be seen most clearly by recalling the connection of
natya with the vritis i.e. modes or styles of behaviour and represent-
ation— ““Vyaparah punarartha-sadhaka vrttip.”’ Vrtti is the manner of
action adopted to pursue human values. Such actions are mental,
vocal and physical (Vagangasattvacestisamanyam).®  Sattvati, Bharati
and Arabhati are connected with three ways of actions respectively.
Apart from these three is the additional dimension of grace in actions.
That which is conducive to grace and belongs so distinctively to
women, the peculiarly ‘aesthetic’ component of behaviour, is termed
kai$iki.6 Now these four dimensions of behaviour— linguistic articu-
lation and communication, psychic high-mindedness or heroism,
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impetuousity and violence, aesthetic grace—constitute the matrix of
natya—*"‘Vrtiayo natyamatarah.”? Of these while three belong to the
object matter of natya, Bharati belongs to its principal expressive me=
dium which is the language or speech. The ubiquity of Bharati makes
ndtya primarily a spoken communication—"‘Vaci yatnastu kartavyo
natyasvaisa tanih smrtal Anga-nepathya-sattvani vakyartham vyaiijayan-
ti hif/8 Although Abhinavagupta has given a neat, logical explana-
tion of wrttis as different kinds of dimensions of behaviour, the origi-
nal conception as reflected in the NS is more practical. It seems to
have been a classification of principal elements or aspects or dramatic
representation to which the dramatist and producer must pay atten-
tion and it was obviously connected with the classification of abhina-
ya. The connection of Satvati, Bharati, and Arabhati, Vacika and
Angika is clear enough. By exclusion it follows that Kaisiki would
be connected with a@haryabhinaya. The role of make-up in lending
grace to the dramatic performance is specially connected with the
playing of female roles. If, as is likely, female roles were, in an ear-
lier stage of the evolution of the theatre, either excluded or played by
male actors, this would be even more intelligible.? As a whole, the
vritis indicate that drama rests on four principal pillars—speech,
character, action and artistry.

The origin of drama is traced to the creator Brahma himself.10
When the Krtayuga had passed and the Treta had fully commenced,
the purity of the human mind and conduct declined.1l Passions of
diverse kinds—sex, greed, envy, anger etc., assailed mankind which
now experienced the vicissitudes of pleasure and pain.l2 The influ-
ence of diverse gods and demons, gandharvas and yaksas, raksasas
and nagas spread over the Jambadvipa.1® In this situation the gods
led by Indra approached Brahma and entreated him to provide them
with a means of entertainment which would be perceptible by eyes
and ears.1® As the Vedas were not to be recited to the Siidras, a di-
fferent and fifth Veda was required which would be available to all the
varnas.1® As Brahma recalled the four Vedas through the power of
concentration and created Natvaveda out of the elements drawn from
the four Vedas, he took pathya or dialogue from Rgveda, music from
Samaveda, acting (abhinaya) from Yajurveda, and the rasas from
Atharvaveda. The Natyaveda, thus created, was connected with the
Vedas as well as the Upanisads1® Brahma then instructed the lord of
the gods to put the science of drama into action but the gods confes-
sed their inability to do so and the task thus devolved on the sage
Bharata who instructed his hundred sons in the art and staged a play
based on the three vritis—Bharati, Satvati and Arabhatil7 At this
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Brahmia asked him to include the Kaiéiki vriti also. Bharata received
verbal instructions from Brahma but saw the spectacle of Kaiiki in
the dancing Siva and realized that with its delicacy and romantic
origin it could not be produced without the help of female roles.
Thus the apsaras were created by the will of Brahma and with them
were employed the sage Sviti, the creator of the orchestra, and the
gandharvas with the sage Narada at their head.18 Dancers and musi-
cians, thus, helped to add the KaiSiki vrtti to natya. With these pre-
parations, the first play was staged on the occasion of the flag festival
(dhvajamaha) of Mahendra.l? After the ceremonial Nandi, the drama
represented the struggle of gods and demons and the victory of the
former. It is said that the form of the drama was a Dima or a Sama-
vakara or an Thamrga.?® Presumably it was the celebrated Dima
Tripuradaha or the Samavakara Amrtamanthana.2 The demons, how-
ever, were greatly incensed by ‘the performance and proceeded to
obstruct and undo the performance. As a means of protection
against such obstructions Brahma recommended the creation of a
theatrical hall (natyagrha).2> He then proceeded to mollify the
demons by saying that the drama was intended to illustrate only the
moral law, not to represent the deeds of the gods or demons as such.
It was really the exemplification of the inner reality of the whole of
life, its ideal being or pattern (bhavanukirtanam).>®

This classic account of the origin of the natya given by Bharata is
itself mythical in nature, but in the manner of myths it gives expres-
sion to a number of traditional beliefs about the sources, nature and
purpose of natya. By attributing the origin of natya to the Creator
himself, it emphasises the natural and primaeval character of the
human instinct of communicating and entertaining by dramatizing. It
also brings out the role of creativity in the dramatist. The parallel
between the Creator of the universe and the poet is a well-known
one.2* This view, thus, traces the root of drama in the imaginative
creativity latent in human nature itself. It is in contrast to the
historical view of Aristotle who traces the origin of Greek tragedy to
the dithyrambic chorus of satyrs and of comedy to the phallic song
and dance. The inventiveness of Aeschylus and Sophocles in intro-
ducing the second and third actors led to the growth of tragedy.?®
The earliest Indian drama, on the other hand, had the character of
reprcsentinig a myth celebrating the conflict of gods and demons
(devasura-sangrama). As a consequence, it had a large number of
characters from the start.

Again, this account while making natya the natural outcome of
the creative instinct as personified in the god of creation, also makes
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it clear that this search for recreation through the imaginative re-
creation of experience belongs not to the original golden age of
human society but to a later and a more familiar age when men were
less perfect. Human imperfection and the resultant vicissitudes of
pleasure and pain, thus, are the source material which creativity
fashions as an imaginative spectacle.>¢ This representation, however,
is not a mere imitation of life but an illustration of the working of
the moral idea operative in human nature in and through the inter-
connections of actions and passions.?” Drama presupposes the role
of passions and actions in human life, but it also presupposes the
working of the moral law in shaping human destiny.

The connection of dramatic performances with the popular festi-
vals of the gods, especially the festival of Indra’s Flag, also comes out
in this account. It may be recalled that Indra was the chief Vedic
god of war and victory, the hero of the most celebrated mythical
struggle between the gods and demons.”® This myth was really the
myth of creation, of how the chaotic formlessness of darkness is over-
come by the cosmos-revealing plasticity of light. It also symbolises
the victory of good over evil. The connection of light and water in
Vedic imagination and language helped the transformation of Indra
into a rain god and the myth came to have a special meaning in the
context of the fertilization of the soil by the monsoon rains. The
abduction of the life-giving waters by the Demon and their recovery
by the storming of his stronghold by the divine hero supplied a peren-
nial motif for representation. The seriousness and magic of ritual,
the joy and popularity of the festival and the creative vision of the
artist seeking to reconstruct the ideal meaning of life out of the
recurrent fragments and patterns of experience, all combined into the
spectacle of theatrical performance.

Although mythical and philosophical rather than historical, this
account of Bharata’s NS indicates two developmental features. In the
first place it tells us that the drama originally lacked female actors
and the element of female grace, dance and music. These elements
constituting the KaiSiki vrtti are supposed to have been added later.
Similarly, we gather that originally the performance of drama was in
an open-air stage. The use of a theatrical building was resorted
to later to avoid unwarranted obstruction and interference.2?

We may, thus, conclude that the origin of drama was attributed
to divine inspiration, but human agency. It was the creation of
Brahma in its ideality but was produced by the seers belonging to the
human world. Myths constituted its original thematic material, deva-
surasangrama being the primary myth. The production of dramatic
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plays was closely connected with the Flag Festival of Indra, the great
Vedic god. Female actors, dance and music were gradually added to
the features of drama as was a characteristic kind of theatrical archi-
tecture. Apart from Brahma and Indra, Rudra and Vignu also came
to be specially connected with the tradition of drama.

About the nature of ndfya, it has been stated that Bharata regard-
ed it as imitation and this has naturally invited comparison with Aris-
totle.30 It has further been said that the object of imitation in Indian
drama was the emotional states of the mind while in Greek drama it
was action and this would explain the relatively static, poetic and
sentimental character of Indian drama as compared to Greek drama.
On the other hand, Abhinavagupta is emphatic that the concept of
imitation is altogether inapplicable to drama and that Bharata never
intended it.3* For Bharata, the suggestive intimation of rasa is the
common essence of drama and poetry, a theory which received wide
acceptance in later times. Since Bharata was the original propounder
of rasa, it does seem necessary to reconcile the concepts of rasa and
anukrti.

If we turn to the evidence we find that the NS clearly uses the
term anukrti or imitation for drama at several places. Thus ““tadante’
nukrtir baddha yatha daityah surair jitak” (1, 57). At the end of the
Néndi the imitation was prcduced in which it was shown how the
demons were vanquished by the gods. ““Lokavrttanukaranam natyam
etan mayakrtam” (1,112)—1 bave created this natya as the imitaion
of social life (or the ‘happenings of the world’); ““Sapta-dvipanukara-
nam natyam etad bhavigyati” (1, 117) —this natya will be the imitation
of the seven continents; ‘‘yendnukaranam natyam etad tad yan maya
krtam” (bracketed text in the GOS ed.). In the Kavyamald ed, this line
is included in 1, 117 but the previous line Saptadvipa etc. is bracketed.
However, Abhinava comments on Saptadvipanukaranam etc. but
omits mentioning yenanukaranam etc.— It is imitation that I have
created as natya.”

These references certainly make it clear that natya was regarded by
Bharata as imitation in some sense. The speech, gestures, manners,
appearance and dress of actors did seek to conform to what was cur-
rent in society. This conformity to social reality is what Abhinava-
gupta understands lokavrtanukaranam to mean. It is not the reference
to any specific actuality. When a person uses language in accordance
with the current social idiom, he cannot be said to be imitating any-
one. His conformity to social usage is merely a precondition of social
communication. It is the same with the stage. Rules and conventions
accepted in society are followed on the stage also so that the play-
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wright and the producer may be able to communicate with the
audience. The drama is a set of visible and audible presentations
which communicate a meaning (vakydrtha) which is ultimately noth-
ing but rasa. Each presentation in the drama, thus, functions as a
part of a composition (sasizyoga) which evokes an inner experience
(anuvyavasaya) culminating in rasa. That is why Bharata describes nat-
ya as bhavanukirtanam and this Abhinava regards as its real characte-
rization. That drama does not intend simply to represent or imitate
the ways of gods or demons comes out clearly in the line “Naikanta-
t0’tra bhavatam devanam canubhavanam™ (1, 107).

The theory of ndtya as imitation must not in any case be confused
with any kind of naturalism. Gods and demons, myths and miracles
formed unquestioned parts of the ancient dramatic world. It was
further clearly realized that dramatic representation was a mixture of
conventionalism and realism.32 The purpose of ‘imitating’ reality
was only to remove hindrances in the suspension of disbelief.

An Abhinavagupta points out, the spectacle of imitation produces
a sense of ridicule. Besides, it assumes a pre-existing reality or model
which has to be represented. It commits the same fallacy which those
theories of language commit which identify ‘meanings’ with natural
.objects. Such theories miss the constructive and creative aspect of
language or drama. What drama does is not to evoke one’s memory
of some natural object, but to reveal an inner meaning ‘recollected in
tranquility’. The concept of revelation is more relevant here than
that of imitation.

The purpose of drama needs to be analysed in this context, Imi-
tation or the naturalistic representation of some reality is in itself
relevant only for giving information and such a spectacle would cor-
respond to a mere factual description or narrative. Just as poetry is
no history, drama cannot be a mere visual documentary.®® Doubt-
less, natya has been called the fifth Veda and it is Natyaveda which
was created by Brahma. Nevertheless, such an appellation was meta-
phorical rather than literal because the Vedas were prescriptive with
mandatory force, the natya did not have such a character. Neverthe-
less the two agreed in not being merely descriptive and in seeking to
draw their audience to a truth which is not normally realized in
every-day life. Drama, thus, is a source of wisdom, which throws
light on the vicissitudes of life. As the same time it is the source of
perennial delight and amusement. It instructs as well as entertains
““HitopadeSajananam dhrtikridasukhadikrt” (1,113). As later theo-
rists explained, the instruction was not in the peremptory manner of
the Vedas, but in the manner of a dear friend’s suggestion.3* Its
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principal theme was the working of the moral law through the vicissi-
tudes of experience: ‘“.........Subhasubhavikalpakah karmabhavanyaya-
peksi natya-vedo maya krtah (1, 106). But it does not portray only
the serious side of life, it portrays the lighter and amusing side equa-
Wy ““Kvacid dharmah kvacid krida kavcid arthah kvacci cchamah, Kav-
cid hasyam kvacid yuddham kvacid kamah kvacid vadhak™ (1, 108).
Human activity in all its wide variety formed its subject matter. The
pursuit of dharma, artha and kama were all part of its world. “Dha-
rmo dharmapravritanam kamah kamopasevinam, nigraho durvinitanam-
vinitanam dama-kriya (1, 109). Heroism and cowardice, folly and
wisdom, pomp of power, fortitude in suffering, quest of gain, patien-
ce in affliction, all manner of mental states and changing fortunes are
represented in drama—*‘Nanabhavopasampannai nanavasthantratma-
kam® (1, 112). TIts appeal lay to all classes of society, high, low and
middling and to the diverse castes. It was intended to give strength
to thesuflering, relaxation to the weary and contribute to righteousness
and social good—"‘Dharmyam yaSasyam dayusyam hitai buddhivivar-
dhanam|LokopadeSajananam natyam etadbhavisyati// In short, the
scope of natya is universal and encyclopaedic, it represents all sides
of human life and thought—Na tajjaianam na tacchilpaim na sa vidya
na sa kala/Nasau yogo na tat karma natye’ smin yan na drsyate (1,116).
Drama, thus, is not merely a colourful spectacle accompanied by
dance and music but a suggestive and meaningful statement which
seeks to touch the heart and fortify the moral sense. While allowing
full freedom to creative imagination and fancy it conforms to the so-
cially accepted picture of reality—*‘ Tasmallokapramanam hi kartvyam
natyavoktrbhik” (varient readiog after 1,112, in the GOS ed). The
intention was neither to create a naturalistic documentary nor to create
a pure fantasia. The intention was to instil a moving insight into
human nature and destiny in their diverse aspects, heroic or romantic,
tragic or comic, amusing or humorous.3?

Later theorists have analysed drama into three principal elements
viz. vastu or plot, meta or hero and rasa or mood.3>® If we add
vrtti and abhinaya, dance and music, laksana and alamkdra to these we
get the principal elements of drama as they figure in the NS. These
are comparable with the six essential parts of tragedy as stated by
Aristotle, viz., plot, character, diction, ideas, lyrical or musical
element provided by the chorus, and spectacle.3¢ Abhinaya espe-
cially aharya provided the spectacle. The lyrical or musical element
is regarded as essential by Bharata and was provided both as a back-
ground as well as constituent. The orchestra or kutapa as a promi-
nent feature of the stage, dance and music figure in the pirvaranga as
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well as during the main play. Gita, vadya and natya were to be used
in quick succession as in the movement of an alatacakra. Wearly
seven chapters of the NS are devoted to music, four specifically to
dance and expressive acting involved in it, two to metrics and one to
the production of scenic effects. Diction is clearly connected with
vritis, alamkara and kaku. Character-types are analysed as prakrtis
and the plot or structure is called itivriia under sandhyangas by Bha-
rata. The place of catharsis is taken by rasa.

Aristotle described plot as the most important element of drama.
Drama is the mimesis of action and plot its structure.3?  Aristotle
wanted the plot to be a compact unity with definite and clear stages,
a beginning, a middle and an end. He emphasized the virtue of sur-
prise situations particularly of ‘reversal’ and ‘recognition’. It is well-
known that in western drama generally there is a significant difference
between tragic and comic plots in as much as the ‘complications’ are
‘resolved’ in the latter while there is an inexorable tendency from the
crisis towards to a ‘catastrophy’ in the former. In the NS, while the
importance of unity, logical compactness, clearly phased development,
and surprises is admitted and emphasized, the general development
of the plot does not admit the characteristic tragic sequence, but
rather follows the pattern of comedy in as much as the crisis in the
garbha and vimarsa sandhis, however serious, tends to be resolved in
the end. This, however, does not mean that the NS has no conception
of tragedy and has only comic plays in mind because the mood and
character of the play as a whole does not simply depend on the for-
mal structure of the play or the death of the hero but rather on the
seriousness of the theme, manner and emotions involved.38

In contrast to the Aristotelian conception, Bharata regards plot or
itivrita as the body rather than the soul of drama, as is made clear by
Abhinavagupta.3® Itivrita literally means an account of heppenings,
that is to say, the ‘story’ of events. However, this story is not a mere
history or narrative but an artistically subdivided structure and is
consequently to be regarded as corresponding to ‘plot’ rather than
mere ‘story’. Bharata prescribes a division of the itivrta into five
joints or sandhis. He also classifies it into two types viz., principal
or ddhikéarika and subsidiary or prasangika®® The principal story is
the one in which the primary objective of action represented is attain-
ed. The remaining action sequence is to be held subsidiary. The
principal action sequence is the cause of the primary attainment
while the subsidiary one helps in the process.’ The distinction bet-
ween the principal and subsidiary ultimately depends on the discre-
tion of the poet subject to the cogency of the connection imagined
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between the characters and the means they employ.*? That is to say
different types of characters must act and aim at objects in conformi-
ty with their natures although the poet is free to decide whom to
treat as more important than others.43

As in Aristotle, so in Bharata the sequence of events plotted are
sought to be governed by their proper causal connections. It is the
sequence governed by causal operations which gives rise to five sta-
ges (avasthas) ““..... ...Vyaparah karanasya yah| Tasyanupiirvya vijleyah
paiicavasthah prayoktrbhik//” (19,7). These five stages are Praram-
bha, Prayatna, Praptisambhava, Nivataphalaprapti and Phalayoga.
The first is the keenness of the heart to secure an important objective
and is like the sowing of a seed. The second is the making of efforts
for the realization of the object even when there are no signs of its
attainment. In the third stage the discovery of a means and a flee-
ting glimpse of future success serve to establish the feasibility of atta-
ining the object. In the fourth stage, the means already secured en-
sure the definiteness of success. In the fifth stage the whole enterprize
reaches final success.44

Corresponding to these five stages there are five sandhis or junc-
tures viz., mukha, pratimuka, garbha, vimarsa and nirvahana.% Mu-
kha sandhi is characterized by the ‘birth of the seed’ (bijasamutpatti),
that is by the activation of the desire in the hero to gain the primary
objective. The introduction of the material relevant to the enter-
prize falls within this sandhi which may roughly be described as the
‘beginning’ in Aristotelian terms. Bharata describes thc ‘birth of the
seed’ as ‘nanartharasasambhava’. This describes not merely its pic-
turesque diversity, as Abhinava explains, but also that the ‘seed’ fore-
shadows the dominant mood and other moods associated with it.
Pratimukha sandhi shows the clear emegence of the seed. In the
earlier sandhi, the seed is sown and in the process disappears from
view and functions in a subterranean manner. Now it becomes visible
overground. In the garbha sandhi, the seed sprouts up and blooms.
The objective, while it appears to be within grasp yet recedes and
produces further search. This corresponds to the stage of praptisam-
bhava. 1n the vimar$a sandhi, there are unexpected doubts or hind-
rances which delay the conclusion. 6 Whereas in garbha sandhi the
predominance is of non-attainment, here the predominance is of
attainment which is still incomplete. Abhinava says that some read
avamarsa in place of vimarsa. Vimarsa has the sense of doubt and
corresponds to the hypothetical reasoning called tarka. Avamarfa has
been interpreted as obstruction. If vimarsa is favoured it would mean
that some unexpected circumstance spurs the hero to renewed effort
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This view of avasthas and sandhis as found in the NS and follow-
ed by all subsequent authors may be said to reflect the basic philoso-
phy of life underlying ancient Indian drama. It is the moral philoso-
phy of the law of karman which asserts that ultimately men get their
deserts. It is an idealistic and optimistic outlook of life which pro-
mpts men to face tribulations and suffering in a confident and hope-
ful manner, persisting in righteousness and facing adversity as essen-
tially transient. It is this philosophy which makes Sanskrit drama
follow the rule of poetic justice. From a modern or rather rationa-
list point of view, one may call it sentimental or unrealistic and one
used to harsh tragedies may find it insipid. However, the fact remains
that good Sanskrit drama is neither sentimental nor unrealistic. It
faces the uncertainties and vicissitudes of life quite firmly and por-
trays suffering, violence, errors and accidents realistically. That the
play should end in a happy surprise is nothing more than a conven-
tion which reflects an accommodation of the popular as well as the
philosophical expectation of the law of poetic justice. It does not
turn all Sanskrit drama into comedies in the accepted western sense.

Although, generally, the five sandhis are to be observed, it is not
treated as an invariable rule. Some dramatic types like Dima and
Samavakara have only four sandhis excluding the vimars$a sandhi. In
yyayoga and ihamgga, two sandhis, garbha and vimarsa are left out. In
Prahasana, Vithi, Aaka and Bhana, pratimukha, garbha and vimarsa
sandhis are left out. Thus the beginning and the end, mukha and
nirvahana are universally necessary, but the middle may be attenuated
to a vanishing point in a quick and continuous development. In such
a syncopated develcpment there is little scope for reversal. This ha-
ppens in a pure comic play like Prahasana or a pure tragic play like
Aska in which there is a quick unilinear movement.%” Abhinava po-
ints out that this suits the behaviour of characters who do not have
sufficient depth and moral stature.48

Another list of five factors given by Bharata consists of the Artha-
prakrtis. These are Bija, Bindu, Prakari, Pataka and Karya.®® Bija
is small in itself but becomes manifold by development and concludes
in the phala. Bindu serves to give continuity to the diverse, and Bija
-to the changing pursuits of the hero. Both Bija and Bindu continue
till the end but while Bija comes at the beginning, Bindu comes later.
It enables the dramatist to maintain the inner link in changing situa-
tions. Pataka is a subsidiary sequence which helps the main story
while directly serving another. It has also been described simply as
the story of the second hero (upanayakacaritam). Prakari serves only
the main story without any distinct purpose of its own. Unlike Pataka
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it may be incidental and discontinuous. Karya is the object of the
main story. We have, thus, three types of sequences, the principal
one and two subsidiaries, Pataka and Prakari.®® Thus Sugriva and
Vibhisana are Patdkanayakas in the Rama story, Vasudeva is the
Prakari-nayaka in the Venisamhdra.

Four Patakasthanas have been emphasized as significant elements
adding to dramatic beauty. All of them contain elements of equivo-
cation and dramatic irony. The first Parakasthana is produced when
an action accidentally leads to a quite unexpected result. Here the
situation is equivocal3l The second depends on an equivocal res-
ponse and the use of double entendre, the third on the intimation of
a hidden meaning through ambiguity in dialogue, the fourth on poe-
tic constructions depending on words having double meanings. Some
kind of ambiguity in words, dialogues and situations is a generic fea-
ture of the Patakasthanas and it produces a surprising turn.

The five sandhis are further subdivided into sixty-four angas.”?
These are constituents of the major divisions called sandhis and serve
manifold purposes. They help the construction of the desired theme,
maintenance of the story, the interlinking of the parts of the perfor-
mance, concealing what needs to be concealed, producing surprise
revelations and the discovery of things when due.?3 Thus, there are
twelve angas in the mukha sandhi. The indication of the theme is
called upaksepa and is the first anga. Pratimukha has thirteen angas
and so has garbha sandhi. Vimaria has thirteen and Nirvahana four-
teen angas. These lists and names became sta ndard for subsequent
writers.5% Since these angas have not been derived in any logical
manner, it may be presumed that they represent an empirical classi-
fication based on the available repertoire of dramatic works. They
présent an abstract summary of the types of incidents and situ-
ations which frequently occurred in these works and were distinc-
tive enough to have been appreciated and noted by critics for forma-
lization. The use of specific devices like dreams, letters, messages,
recognition, sudden reversals, play within a play, repartee, parody
etc., may be mentioned as of importance.5

The play was divided into several Acts or Afilkas although it could
be of one Act also. Aiika is the basic unit of performance and func-
tioned to further the theme and mood. Each aika completed one of
the stages or avasthas but ended with continuity of the bindu. It was
to represent the action of some leading character who was to be him-
self directly present on the stage. 1t was compact and not too long,
but it could have a variety of emotions. The action depicted in it
was not to exceed one day and was to have unity of purpose. At
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the end of the act all the characters were to leave the stage.®® Asis
stated succinctly in the Dafarapaka, “FEkahacaritaikartham Patraist-
ricaturairankan tesam ante’sya nirgamam .57

What could or could not be represented directly on the stage was
governed by conventions. Thus rage, pleasure, sorrow, curse, marri-
age, miracles etc. could by shown as part of the action and experi-
ence,?® but long journeys, killing, fighting, revolution, siege, eating,
bathing, love-making etc. were not to be shown.?® What was not
or could not be directly represented in the Act, could sometimes be
intimated by means of akasabhasita, where information was to be
given through the dialogue of secondary characters as an introduc-
tion or interlude. Such an interlude could be a Pravesaka or Viska-
mbhaka. The former was constituted by the dialogue of servants and
other characters from lower classes using Prakrta. It served as a
short connective recalling or foreshadowing of events. The Pravesaka
was located at the beginning of an Act. The Viskambhaka could
have a dialogue in Sanskrit only or a mixed one in Sanskrit and
Prakrta.b0

Apart from PraveSaka and Viskambhaka, there were several other
devices for intimating events to the audience. When at the end of an
aika an intimation was given of further events, that is called ankava-
tara. Where the whole story is indicated in some dialogue, we have
aikamukha. Where a speech or dialogue behind the curtain is used
to give information we have citlika.b1

The play began with a general Prologue, an idea which had im-
pressed the German poet Goethe. After a number of song and dance
items, the first dramatic item in the Pirvaranga consisted of the Nandi
or a ceremonial prayer offered for the guarding of the play from obs-
tacles.82 The Siitradhara recited the Nandi in madhyama svara. The
Nandi was to be of twelve or eight padas and expressed a benediction
for the gods, Brahmanas and rulers. The Pirvarciga had a large nu-
mber of elements of which twenty-two have been mentioned. An
important element was Prarocana or Introduction. The Sitradhara
and/or Sthapaka, Pariparsvika and Nati constituted the characters of
the Parvarciga. Among other elements of Pirvaranga, items of
dance and music entered in complex patterns. The extent to which
the elements and complications of Parvaranga were actually follo-
wed varied with time and place. The Prologue appears to have been
gradually simplified in practice.%3

Dramatic representation is held to be rooted in the style or manner
of department. “Style is the mother of Drama’— Vrttayo naiyama-
taral’. Abhinava says, ““Although the movements of body, speech



44 A Historical and Cultural Study of the Natyasastra

and mind accompanied with picturesque diversity constitute the ‘sty-
les’ (vretis) and although pervading the whole living world, they flow
together at the same time, even so joined to a characteristic inspira-
tion (avesa) of the heart (‘being possessed by the heart’) they assist
dramatic performance. This inspiration or ‘possession’, which may
be more or less, is two-fold— belonging to ordinary life or that lying
beyond it. The heightened emotional state of everyday life caused by
the gradation of pain and pleasure is not aesthetically enjoyable. The
‘transcendental’, heightened emotion although not really a state of
emotion appears like one as is in the case of the poet or spectator.
What flashes on special occasions to an aesthetically sensitive and
emotionally attuned mind (hrdayasamvadasarasasya) becomes the ins-
trument of a peculier function which forms the content of aesthetic
experience in ‘normal’ representation. This was first demonstrated
by Lord Vasudeva at the beginning of Krtayuga.”%* The NS recalls
the myth65 that once, when Lord Acyuta was asleep in his ‘snake bed’
and the entire cosmos had been reduced to the ocean of unmanifested
being, the intoxicated demons, Madhu and Kaitabha, started a
fight with the god and engaged in abusive shouts and violent
movements. At the request of Brahma, who was struck with wonder
and awe, Madhusiidana reassured him, engaged in diverse movements,
and killed the demons. With Brabma as the first spectator Hari,
thus, created the vretis. His speech gave rise to Bharati, the steady
twanging of his bow led to Sattvati, the tying of the hair accompa-
nied by wonderous angaharas led to the Kaifiki, and the vigorous and
violent movements of his fight with the demons led to the Arabhati.
Bharati being the manner of dialogue was connected with the Rgveda,
Sattvati being the manner of representation (abhinayapradhanu) was
connected with the Yajurveda, Kaifiki being the manner of singing
etc., was connected with the Samaveda and Arabhati with its passion
and vehemence was connected with the Atharvaveda.

Abhinava explains that since speech; thought and action are inse-
parably connected, the vritis, too, are not independent. They are co-
unted separately only because one or another out of them may acqui-
re predominance on any given occasion.%¢  Bhdrati is verbal (vakpra-
dhana) used by men rather than women and connected with dialogues
in Sanskrit.67 Its four parts of special occasions are Prarocana, Amu-
kha, Vithi and Prahasana.®® Prarocana indicates the subject of the
drama and is, as stated before, a part of the Pirvaranga. Amukha is
the same as Prastavand, and indicates the theme of the play through a
dialogue beetween the Sitradhara and the Nati, Vidisaka or Paripars-
vika .89 It has five forms— Vighatyaka, Kathodghata, PrayogatiSaya,Pra-
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vrttaka and Avalagita. In the first, words used earlier are joined to di-
fferent words: in the last they are employed in continuation by another
for a different purpose. These two are also Vithyangas. In the Kathod-
ghata a character enters the stage using the Sirradhdra’s sentence or
its meaning. Where the Sitradhara himself joins an answering state-
ment to his question and then the entry of the character takes place,
we have an example of Prayogatifaya. Where the character enters
after the description of time, we have Pravrttakam.’® The constitu-
ents of Vithi and Prahasana would be mentioned below.

Sattvati vrtti is distinguished by high-mindedness and cheerful
exuberance.”l It includes vocal and bodily acting for representing
mental states characteristic of heroism, nobility, enthusiasm and con-
test. It is suitable for the moods of Vira. Adbhuta and Raudra,
but not for Sragdra, Karuna, and Nirveda. It belongs to contexts
having bold heroes indulging in mutual disparagement.” Its four
varieties are Utthapaka, Parivartoka, Sullapaka and Samghatya.’ In
the first an open challenge is thrown for rivals or enemies. In the
second, there is an unexpected change of plan. Another explanation
conceives Parivartaka as connected with three kinds of humour (triha-
syasamyuktah). This, however, is ignored by Abhinava. In the Salld-
paka, there is denunciation or disparagement. In the Saighatyaka,
diplomatic means or intrigue is used to break down a hostile alliance.™

Kaisiki is distinguished by grace and delicacy with a profusion of
women characters, dance and music. Erotic and romantic situations
abound and the dress, make-up etc. are delicate and diverse.” Its
four varieties are Narma, Narmasphaiija, Narmasphota and Narma-
garbha. ‘The first abounds in humorous dialogues and romantic in-
terest. The mood of heroism is absent but jealousy, annoyance and
sarcasm may be expressed or an attempt may be made to win over
another’s heart. In the Narmasphanja, there is a meeting of new
lovers, but it ends in the fear of discovery.”® In the Narmasphota
diverse other feelings serve to further manifest the basic mood of
love. Where the hero acts secretly or under a disguise we have
Narmagarbha.”"

Arabhati is used in the situations involving bold and impassioned
moods (uddhatarasa, diptarasa). Its qualities are rage, violence etc.
and it is also replete with deception, boasting and false words.?® Its
varieties are Sanksiptaka, Avapata, Vastatthapana and Sampheta.™®
The first is so named because it brings together on stage many artifi-
cially produced devices and unusual make-up. Avapara has rapid
action on Lhc siage with characters entering and leaving out of fear
and joy, commotion caused by words, falling and jumping, and hasty
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movements. Vastiatthapana indicates future developments, includes
all kinds of moods briefly and may or may not depend on commotion
caused by fire etc. Sampheta has violence, fighting, much use of
weapons etc.50

From the above it would be clear that although the concept of
vrrti was held in high esteem, in the NS its delineation suffered from
a confusion between style and manner on one hand, and theme and
context on the other. Thus, the features used to characterize the
vrttis are sometimes stylistic, at others thematic and contextual. The
stylistic distinctions are clear and basic. Bharati is a linguistic or
verbal style or diction with emphasis on articulation as illustrated by
the male use of Sanskrit. The other three styles are of representation
primarily by acting and the use of accessories. Thus Kaifiki uses
female actors, dance, music and make-up. It is the essentially grace-
ful or delicate style of acting and representation. Sartvati and Ara-
bhati are both characterised by energy and vigour, but while the
Sattvati is the style of high-minded heroism and nobility, Arabhati is
characterised by violence, impetuosity and fighting. Thus Bharati,
Sattvati, Arabhati and Kaisiki vrttis may be rendered as the eloquent,
the noble, the martial and the graceful styles of dramatic representa-
tion. The predominance of any one of them was relevant to the
expression of particular moods or rasas. KaiSiki was prescribed for
humour or romance, Sattvati for heroism and marvel (and an appa-
rently later V./. adds ‘peace’), Arabhati for rage or fear, and Bharati
for disgust and pity. It would be noted here that while the affiliations
proposed for the first three cases have obvious justice, the affiliations
proposed for Bharati has hardly any. Bibhatsa ought to have gone
with Raudra and Bhaydnakae, Karma too, is the consequence of Rau-
dra, and should possibly be classed there. Bharati is, indeed, not a
style characterized by any specific theme, context or mood, but the
manner in which words are used. It would, therefore belong to all
the rasas but would be coloured differently in different cases.51

The etymology of these names of the vritis is as obscure as is
their origin. Bharati has been derived from Bharata meaning an
actor—possibly Bharatas were not just any actors, but actors skilled
in speech and eloquence. On the other hand, Bharati was one of the
Apri devatas and formed a distinct group with 1]a and Sarasvati, and
later came to be identified with Sarasvati as the goddsss of speech
and learning. This suggests that in Bharati vrtti, we have a meeting
of two different sources viz. Bharati as speech and Bharati as the
manner or style of actors skilled in speech. Sattvati has been derived
by Abhinava from saf in the sense of light or consciousness—““Sats-
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vato gunah manaso vyaparah. Sat sattvam prakasah tad vidyate yatra
tat sattvam manah tasmin bhavah.” Elsewhere he says saf is cognitive or
intuitive experience (prakhyaripam samvedanam).8* As the same time
we have to remember that Sattvats were, like the Bharatas a famous
clan with which Vasudeva was connected and it is Vasudeva who is dec-
lared in the NS to be the originator of the ¥rrtis. Here, too, we seem
{0 have a dual origin, from Sattva as well as Sattvat. Arabhatt has been
derived from ara-bhata meaning ‘alert warriors’. The use of ara in
this sense was common enough in the Vedas but bhata seems to be a
later word, perhaps a prakrtism from bhrta meaning a hired soldier.
The Arthasastra distinguishes maula from bhrta. Itis possible that
the old adjective ara continued to be used with bhata as a popular
stereotyped compound, Kaifiki has been derived from kefa or hair.
Perhaps hair played an important part in the style, either because
male actors needed them specially to play female roles or in the case
of female actors hair styles were a primary means of decoration. Kaifi-
ka also had the sense of “fine as a hair’ and could thus signify some
thing subtle or delicate. It was also the name of a musical melody and
Jater lexicons give ‘tone’ as one of its meanings. Most interestingly, it
also refers to a Yadava clan. Thus Kaifiki too seems to have had a
dual source, literal and tribal.

The origin of the four vrttis, thus, may be placed in the co-opera-
tion of different types of performances in the theatre. There were
skilled locutionists, the Bharatas; there were dancers who skillfully
displayed emotions and mimed tableaux well-known in myth and fes-
tival, the superior nartakas; there were acrobats, tumblers, wrest-
lers, mimics etc., the inferior actors or natas with physical rather than
expressive skill, and there were the women singers, actresses, costume-
makers, make-up artists, hair-dressers, decorators etc. Each group
contributed a distinct aspect to the total performance and when em-
phasized could set its tone. The concept of vrttis goes back to this
early history of the theatre as an act of diverse and mixed skills.83
As the concept became gradually stereotyped, it ceased to be source
of any further development, although lip-service continued to be
paid to it.

Along with the four vretis, Bharata mentions four pravritis which
reflect the diversity of regional usags and styles.8* It has been agreed
that while vrttis are principally concerned with expression, the pra-
vritis are concerned with communication.®5 Actually, however, it
would be more accurate to think of pravrttis as regionally fashionable
styles of theatric representations. These styles are a mixture of social
and linguistic usage with dramatic and theatric conventions. As men-
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tioned before, abhinaya has been defined in the NS as the representa-
tion of a meaning to the spectators by diverse histrionic means such
as speech, acts, appearance etc., and has been described as four-fold —
angika, vacika, sattvika and aharya.8% The first uses bodily gestures
and movements, the second speech and intonation, the third expressive
manipulations of the body and the fourth costumes, make-up and
scenic effects. Angika uses the movements of six major and minor
limbs. The former are the head, hands, waist, breast, sides and feet.
The minor limbs are the eyes, eyebrows, lower lip, cheeks and chin.
Sakha, ankura and nrtta are the three main varieties of angika. The
first two are flourishes of the gesticulating hand preceding and follo-
wing the speech. Nrtta or pure dance is composed of the definite
sequences of the combined movements of hands and feet called anga-
haras. These are discussed in a separate chapter.

Speech is described as the body of drama and vacika abhinaya is
central.87 The dialogue or recitation may be in Sanskrit or Prakrit and
the author of the play as well as the actor used to pay due attention
to the sounds, grammar, prosody and figures of speech of the langu-
age concerned. Equally important was the attention to be given to
Kaku.88 Dramatic speech required not only the realistic rendering of
natural speech in ail variety of situations but the manner in which
speech was effected by sickness, old-age, childhood, death-bed, dream,
fight, hurry etc., was also to be carefully represented. When long
speeches or narrations were to be made they were to be rendered
vivid, intelligible and effective by constant attention to gestures, move-
ments and modulations of the voice. Conventional gestures were
used to convey that the speech was a soliloquy (svagata) or a whisper
(karne) or an aside ( janantika) or a secret shared by a character with
the audience (apavaritaka). For the aside, thus, the gesture called
tripataka hasta was used. Akasabhasita meant a conversation with a
character supposed to be invisibly present.8% The lasyangas and the
vithyangas were special contexts in which the use of words and their
rendering contributed to beauty or to witty repartee, amusement and
humour.

The representation of mental states through bodily and facial ex-
pression is Sattvika abhinaya. ‘‘It denotes that mode and an ability
on the part of an actor whereby he concentrates his mind wholly on
the mental state to be represented and renders it with convincing facial
expression and physical manifestation as if the state is his own as in
real life.”90 This is the real basis of the dramatic art— Sattve natyam
pratisthitam.9*  Acting in which emotional expression predominates is
held to be the most excellent—"Sattvati’rikto’bhinayo jyestha ityabhi-
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dhiyate.9*> Sattva has been described by Bharata as the inner poise
and concentration of mind.?® It has also been defined as the inner
unmanifest source of emotion or bhava.?* Still another definition
identifies satfva with the body or rather physical vitality and declares
that from sattva arises bhdva, from bhava comes hiva, and from
hava arises heldi.® Abhinava explains that these emotions arise
naturally and spontaneously in different types of persons, e.g. of love
in cultured women.?¢ Sattva, thus, joins the pysche and the body as
their vital link finding expression in their emotions. The psycho-
physical nature of expression was well understood in the art of histrio-
nic representation.

Apart from the five avasthas, five sandhis, five arthaprakrtis, sixty-
four angas, four vritis, four pravrttis and four abhinayas, drama is also
characterized by thirty-six laksanas in the NS.97 These laksanas app-
ear to be a miscellaneous collection logically since they include figures
of speech and thought as also types of feelings and situations. Here
again, the explanation presumably lies in the practical nature of the list
as representing types of elements which were of frequent occurrence in
and to be attended to in dramatic performance. Thus decoration or
bhitgana is first in the list and refers generally to the beauties of al
amkdras and gunas. Later theorists elaborated a list of thirty-three
ndtydalamkdras.®® Aksara-samghata groups syllables to serve the pur-
pose of equivocation, Sobhd, too, reveals an unexpected meaning
through more familiar words. Udaharana, Hetu, Sam$aya and Drgta-
nta are well-known logical categories but here used as poetic figures
or dramatic situations. Prapti, Abhipraya and Nidarfana refer to
types of basic situations. So is Siddhi. Visesana, Atifaya, Tulyatarka
and Padoccdya are figures of speech or diction. Gunatipata is a sty-
listic feature in sarcastic speech. Dista, Upadista, Vicara, Viparyaya
and Bhrama are types of situations as indicated by their names.
Anunaya, Daksinya, Garhanda, Prcchia, Manoratha and Priyokti are atti-
tudes and their expression. Arthapatti has resemblance to the logical
figure so called. Mala, Sariipya, Sanksepa, Gunakirtana and Anukta-
siddhi are dramatic devices.

While drama may have arisen in festive-cum-ritual contests throu-
gh the meeting of the theatrical and literary traditions and claimed
to be as instructive as the Fedas, there can be no doubt that its heart
was entertainment. This entertainment was, however, different from
that provided by jugglers and acrobats where we admire the skill, but
remain emotionally unmoved. Here was entertainment afforded by
Imaginative creation or representation. This distinctive kind of
experience which was produced by dramatic spectacle was called rasa
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by Bharata and remains the central focus of his dramaturgy. It dis-
tinguishes drama from mere instruction or mere amusement. While
the nature of rasa or aesthetic experience is discussed in another cha-
pter, it may be stressed here that the whole structure and classification
of dramatic forms in the NS depends on the classification of the rasas
and appropriately of characters and themes.9® Thus the cight rasas
which Bharata knew had a distinct group of dipta or glowing rasas of
which Raudra is the exampler.100  This leads to a distinction between
tender (sukumara) and harsh (aviddha) representation. The concept of
rasa as enjoyment of the theatrical representation of emotive themes
and situations was joined to the idea that what was represented should
be relevant to the pursuit of some recognised human value or puru-
sartha 1% This emphasis on the concern of drama with the active
search for values saved it from lapsing into mere sentimentality or
vulgar amusement just as the emphasis on rasa saved it from lapsing
into mere didacticism. Dramatic representation was required at once
to be realistic, idealistic and imaginative.

About the characters of drama, it has been alleged that they were
represented as types.102 The king, the queens, the ministers, the
jester, the rake, the trader, the ascetic, the menials, gods and demons
and others are said to be classified into neat categories of high, mi-
ddle and low, noble or bold and to be no more than the images of
fixed social or mythical types. This is held to rule out individual and
rounded or developing characters such as may be found in Shakes-
peare. Unfortunately, this view misunderstands the purpose of the
classification and prescriptions with respect to the characters in the
NS and generalises from the practice of lesser writers. Types, espe-
cially social types, have a genuine place in any drama, but that does
not by itself rule out individuality. Falstaff and Shylock represent
types but are individuals nevertheless. The same is true of the Vidii-
saka in the Mrechakatika. What is more, even in the representation
of a real individual, singular and common features are inevitably mixed
up. The heroine of the Sakuntala is a highly individual person and at
the same time a lovely Jady. The NS lays down general prescriptions for
the vivid representation of heroes and heroines drawn from life, legend
and myth. . If they donot appear alive, the representation would be
unsuccessful. That the N§ and the dramatists intended vividly alive
characters in significant action can hardly be denied. But they can
not be blamed for not taking into account the modern philosophy
of social individualism in the analysis of drama.103

The NS is heir to a vastly varied dramatic tradition. 1t describes
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ten major types of plays, the dasarpipakas. We are told that the first
play staged by Bharata at the instance of Brahma was the Samavakdra
entitled Amrta-manthana. The Dima Tripuradiha was similarly staged
by him at the request of Brahma as a spectacle before Siva.10% This
suggests that the more ancient dramatic forms had mythical themes
and the atmosphere of conflict and commotion. They lacked the
Kaisiki vrtti and the atmosphere of romance and humour. Spectacles
of fighting, stampede and intrigue predominated. In the NS, infact,
it is plainly stated that the Kaifiki vreti and female characters were
added later on. Perhaps myths relating to titanic conflicts were mi-
med on the occasion of the festival of Indra’s Banner and these must
have been replete with spectacles of strife, commotion, stampede
and flurry and the air of martial violence and impetuosity. Erotic
interest was not wholly ruled out and competitive struggle in its pur-
suit was permitted in some forms. The heroes were generally super-
human, olympian (devas) and titanic (asuras). Samavakira, Thamrga
and Dima exemplify these mythic-heroic forms. Vydyoga has a gene-
ral similarity but it includes men as contenders and may be described
as heroic-martial.

Bharata gives the following characteristics of Samavakara19® The
story arises from the striving of devas and asuras for success (devasura-
bijakrtah), the heroes are eminent and sublime gods, there are three
acts, three deceptions (kapatas), three commotions (trividravas) and
three romances (trisrigara). There are twelve heroes. The duration
of the action was limited to eighteen nadikas or nine muhirias. The
first Act covered tbe action of twelve nadis and represented spectac-
les of deception, commotion and successful erotic enterprize which
included elements of wit and farce. The second Act depicted the ac-
tion of four ndadikas, the third of two nadikas. The themes (artha)
were not closely knit (apratisambandham). The commotions (vidrava)
could be due to war or flood, wind or fire, elephants or siege. The
deception (kapata) could be due to one’s own course of action or due
to another’s or due to fate. .§ﬁzg&ra too, may be associated with
virtue and religion, or money and means or erotic passion. There
could thus be a diversity of rasas, but the grace of song and
dance or delicate romance was absent. Abhinava has a contemptuous
comment on this most ancient form of drama. ““Thus devotees of gods
are pleased by such performances on the occasions of the festive yar-
rds of these gods. It is the people with unimaginative hearts, women,
children and fools who are attracted by such spectacles of commo-
tion.”"108

Thamyga is similar, representing divine heroes engaged in strife
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for a superhuman female (divyastri). It has, unlike Samavakara, a
well knit theme. 1t has disputes, intrepid heroes, agitation, commo-
tion, contest, abduction and carrying away of women by force. Like
the Vyayoga it has a dozen heroes in strife, but a few women, only
one act and the duration of action is one day. In Vyayoga, however,
the heroes are not divine but human like sage-kings (rajarsis) engaged
in fighting and fisticuffs (niyuddha). In Thamrga actual fighting is
postponed by some ruse.107

The Dima'%8 has eminent and noble heroes, mostly superhuman
(devadayo bahulyenatra) and sixteen in number. It has four acts, a
well-known story, six rasas (i.e. all except Srigara and Hasya). Its
poetry has an impassioned air (diptarasa), there are numerous emo-
tions, spectacles of thunder, lightening, eclipses of the sun and moon,
fighting, fisticufTs, duel, magic, much use of theatrical properties, and
a plethora of gods, nagas, raksasas, yaksas and pisacasM®  Sattvati
and Arabhati are the two prominent vrttis employed.

Like Thamrga and Vyayoga a number of other forms had only one
act. These were Anka, Prahasana, Bhana and Vithi. Anka had only
human characters, its leading sentiment was Karuna with the wailing
of womien and a situation of despair and resignation following catas-
trophe. Prahasana‘'9 or farce, too, was of one act but had two varie-
ties, pure and mixed. In the former, the characters are ascetics, pri-
ests etc. who are not naturally the objects of ridicule but become its
butt owing to the distortion of language and conduct. In the latter
or mixed variety we have roles of prostitutes, slaves, the rake (vita),
villain etc. In both the forms the theme is some social custom or hy-
pocracy and the ambivalence of crooks masqurading as ascetics etc.
The Prahasana included the diverse constituents of the Vithi (Vith-
yaﬁga)_lll

The Bhana not only had one act, but also a single character who
spoke aloud conversing with others not actually presented on the
stage. He spoke of his own experiences with proper histrionic re-
presentations. He could be a crooked rake (dhirta vita) and his expe-
riences could relate to similar knaves and prostitutes. The sentiments
of the adventure could be heroic and romantic. In a way, it is the
simplest and most elementary of the dramatic forms where a single
actor is engaged in mono-acting and could be a historically primitive
form also. An evidence of this is furnished by the fact that the ten
constituents of /asya (lasyangani) have been intimately connected with
Bhana}'2 These lasyangas are moods of delicate dance and music
utilized as standard devices in dramatic situations and speeches.
These are (i) Geyapada which Bharata defines as the wordless singing
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($ugka) of singers on the stage accompanied by the orchestra. Appa-
rently, the singing was a background providing a tune with a rele-
vant air. But later on it was defined as the singing of a song by the
heroine to the accompaniment of lute. Abhinava also rejects the older
interpretation of §ugka as nirgita. He interprets fuska as ‘bereft of
imitation. (ii) Sthitapathya is the singing of a Prakrit song by a love-
lorn lady in separation. But Sagaranandin defines it as a kind of
singing along with dancing. (iii) Asina shows the heroine seated in a
condition of anxiety and despondance without any orchestral support.
(iv) Puspagandika is a mixed sequence of dance and song especially
to elicit the feeling of men. Alternative definitions speak of a female
character in male attire reciting in Sanskrit. (v) Pracchedaka has the
heroine, even though aggrieved, turning to the lover as she is smitten
by moonlight. (vi) Trimiidha has three characters in a fix, viz., the
hero for his fault, the first heroine for having been wronged, and the
new heroine out of bashfulness and first love. (vii) Saindhavaka has
speeches in saindhava Prakrta. (viii) Dvimidhaka brings out the
confusion of the hero and heroine or of the two heroines. (ix) Utta-
mottamaka has a variety of rasas, and expressions of romance natu-
ral to youth. (x) Uktapratyukta has the heroine in the contrary
moods of anger and pleasure, conversing with the hero in a real or
imaginary manner, accompanied with music. The NS also mentions
Citrapada where the heroine alleviates her sorrow of separation by loo-
king at a picture and Bhavika where she sees the lover in a dream.
Abhinava rejects these as lasvangas saying that there are only ten of
them. He argues that the ten aagas are drawn from ldsya to sub-
serve rasa.}13 This could be with respect to the principal mental state,
or the vibhava etc. or with respect to the accessories. Thus Saindha-
vaka was used in the vdcika abhinaya such as kaku, dvimidhaka in
angika, asinapathya, in sattvika, uktapratyukta in vacika, geyapada in
the musical accessories, puspagandika in music as well as aharya, sthi-
tapathya in laksana, guna etc., trimiidhaka in anuvrttall etc., uttamo-
ttamaka in the vyabhicaris and pracchedaka in the cittavritis. This
exhausts all the ten and according to Abhinava all the aspect of ndtya
also !

Vithi was another of the single act plays.115 Abhinava describes it
as the source utilized by all the varities of drama from Natika to Bha-
na since it displays diverse rasas and its constituents are universally
useful 116 If Bhanpa is a monologue recounting amorous adventures,
Vithi is above all a dialogue full of witty repartees and amusing sallies.
Tt could have one or two characters belonging to any of the three
types, high, middling or low. Its main feature was the use of thir-
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teen constituents (Vithyangas): Udghatyaka, Avalagitaka, Avasapandita,
Nali, Asatpralapa, Vakkeli, Prapaiica, Mrdava, Adhibala, Chala, Tri-
gata, Vyahara and Ganda. In Udghatyaka the words of one character
are completed by another. Abhinava explains it as a series of ques-
tions and answers. In the Avalagitaka the continuation of words in
the response seeks to carry the action towards another end. Where
an auspicious or inauspicious meaning is implied but another is utte-
red skillfully, we have Avaspandita which like the throbbing of eye-lids
gives a sudden intimation. Nalika is answering a riddle so as to hide
the real answer in good humour. Where the real and well-intentioned
meaning is missed but the apparent and pleasing meaning accepted
in the answer we have asatpralapa. In Vakkeli a single answer is given
to a number of questions. In Prgpaiica there is a jocular lie about
some relationship but it serves some purpose also of one of them.
Mrdava turns virtues into faults and vice versa out of a dispute. Adhi-
bala has a series of verbal exchanges in which new meanings emerge.
In Chala a clear remark causes anger to some, amusement to another,
and at the same time serves its real purpose. Where several meanings
may be constructed in a remark with or without humour, there is Tri-
gata or multiple implication. Where a remark accidentally indicates
some future spectacle, that is Vyahara. In Ganda there is commotion
and agitation and an almost completed utterance gets linked and
distorted by another with a dire meaning.

All these eight types of plays described above were devoid of the
Kaisiki vrtti. They either presented violent spectacles of contest and
commotion or exchanges of wit and humor. They tended either to-
wards unbridled fury and pathos or towards equally unbridled lau-
ghter. In the case of Dima, Samavakara, Vyayoga and Thamrga. the
dominant rasas are Vira and Raudra, which are connected with the
pursuit of dharma or artha. Abhinava, therefore, regards them as
having an inner value-constraint. Anka, Prahasana and Bhana, how-
ever, tend to concentrate wholly on popular entertainment and sob-
appeal—*Utsrstikankaprahasanabhanastu karunahasya-vismaya-pradha-
natvad raijakarasapradhanah.’'" Hence only an immature audience is
likely to appreciate such pure comic or pure tragic spectacles. “Ata
evitra stribalamirkhadir adhikari” 118 Their story and theme, too,
are extremely limited.

Despite their seriousness Dima, Samavakara, Thamrga and Vya-
yoga were deficient in human characters and lacked the delicate grace
of Kaisiki. Anka, Prahasana and Bhana tended to lack high-minded
seriousness. Hence the two forms which Bharata declares to be the
proper paradigms of theatrical representation are Nataka and Praka-
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rana1® They have been interpreted as heroic and bourgeois come-
dies respectively.1’0 This characterisation does not wholly fit these
types. Since the denoument was required not to be unhappy and
the death of the hero was excluded except in 4ika, Nataka and Pra-
karana were not tragic in the sense which requires tragedies to end in
death and gloom. However, both the Nataka and Prakarana obser-
ved all the five sandhis, which meant that the development of the plot
has to pass through a serious crisis where things look bleak indeed.
As a result, plays like Abhijianasakuntala, Mrcchakatika, Uttararama-
carita or Venisamhara can hardly be described as comic. The fact is
that the division of dramatic types into tragedy, comedy, melodrama
etc., does not do justice to the actual configurations and richness of
the drama as visualized by Bharata,121

Prof. Raghavan has argued that the Nataka and Prakarana repre-
sent two distinct basic types viz., the heroic play and the social
play.1?2 There were two different lines of evolution. One line passed
through the mythological and semi-mythological types such as Dima,
Samavakara, Thamrga and Vyayoga culminating in Nataka where the
heroes were exalted epic kings and the Kaisiki vrtti was added. The
length of the play was extended to five or more acts, all the sandhis
and vritis were to be introduced. The ruling sentiment could be
heroism and romance, but other sentiments were not neglected.

The other line of development ran through the vithi which was
“a verbal affair, a series of witty exchanges”, the Bhana a monologue
recounting romantic adventures, and the Prahasana which presented
“a slice of life”” with humor and satire. The trend was perfected in
the Prakarana. The Nataka deals with aristocracy and high ideals.
Prakarana holds up the mirror up to nature and depicts ‘‘society as it
is in its rank and file.” It “‘gives life’s medley” and a “‘variety of in-
cidents and individuality of character.” It tended to be realistic and
by reducing the Kaisiki tended to present the tragic within the Indian
context. .

Despite their contrast, the Nataka and Prakarana tended to meet
in the Natika which acquired a lighter and romantic character though
within an aristocratic setting. On the other hand, the Prakarana
tended to acquire the idealism of the Nataka and a form called Pra-
karanika was known, at least later.

The reconstruction of Prof. Raghavan certainly presents a great
development over the earlier views of such scholars as Prof. A. B.
Keith. It agrees with the hypothesis mentioned earlier that the anci-
ent dramatic forms had a dual origin viz., in the representation of
mythical contests and in the humorous and satirical representation of
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social manners and classes. This duality came to be reflected in the
developed forms also. However, it stands to reason that the two re-
mained connected throughout. The festive occasions when they were
staged would have been similar. Such a connection existed, for exa-
mple, in case of tragic and comic drama in ancient Greece. 12  An
element of satire cannot be ruled out of the mythic-heroic plays. The
word dima suggests an etymology in terms of dambha which stood for
pretence or hypocracy. The inclusion of kapata as an element in the
Samavakara could not have been intended to flatter the gods or only
to conform to ancient myths. On the other hand, the Bhina had an
element of heroic adventure. Besides, both the types lacked the
Kai§iki and one cannot think of the Nataka or the Prakarana without
it. Tt is the introduction of poetry, dance and music that transformed
the ancient mythic mimes and social farces. Although Bharata does
not list pure dance and music operas which were designated upariipa-
kas in the later times,224 their existence at a popular level need not
be doubted. It is the combination of musical operas and dances,
and of heroic epic poetry with the older mimic tradition that presu-
mably led to the complex forms of Nataka and Prakarana. Both,
however, are representation of social classes, aristocratic, bureaucra-
tic and bourgeois in different proportions and both contain a mixture
of idealism and realism. The mere fact that the Nataka had a famous
epic king as the hero and a heroic legend as its story and that the
Prakarana has heroes from classes below the ruler— Brahmana, Vaisya,
secretary, priest, minister or merchant—and drew its story from a work
of fiction or could invent it, did not demarcate them absolutely tho-
ugh it initialy did give the Nataka a more conservative and the Praka-
rana a more innovative air.

Footnotes

| Dasariapakaem with the comy. of Dhanika (Bombay, 1927) p. 5.
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7 Cf. NS, 18, 4 “matrka vrttayah smrtah”—Sahityadarpana, 6, 123.
““Sarvanatyasya matrkah.”
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female actresses and Kaifiki are mentioned as later additions—
Athidha mam suraguruk Kaisikimapi yojaya ( NS, 1. 42).
Ibid., 1. 7 ff.
Ibid., 1. 8.
Ibid., 1. 9.
Ibid , 1. 10.
Ibid., 1. 11— Kridaniyakam icchamo drsyam Sravyam ca yad bhavet.
Ibid., 1. 12.
Ibid., 1. 13, 16-18.
Ibid., 1. 10-41.
Ibid., 1. 42-53.
Ibid., 1. 55-56.
Dime samavakarehamrgadinam anyatamah prayogah prasta vityarthah
—AB, Vol. 1, p. 26.
N§, 4. 2-10 mention these two plays, one staged at the instance of
Brahma, the other before Siva.
Ibid., 1. 64 ff.
Bhavatam devatanam Subhasubhavikalpakah|
karma-bhavanyayapeksi natyavedo maya krtah/|
Naikantato’tra bhavatam devanam canubhavanam|
Trailokyasyasya sarvasya natyam bhavanukirtanam|/

—Ibid., 1. 106-107.
Cf. Kavir ekah prajapatik— Dhvanyaloka, p. 498.
Aristotle’s Poetics, Chap. 1V; Lucas, Tragedy, p. 80.
Cf. Krtayuge sattvapradhane svadharma-matranistho loko na sukha-
duhkhe prati heyopadeyatva prayasyati. Tretayan tu rdjasatva-
ddhukhai jihasati sukham ca prepsati, rajasasyacalatvat. Tadasau
fastrivesu rajaniyantranaya pravartvate. Tatra ca tadrg upayo niri-
pyo yena svayam esam bhavati pravrttih. Tacca ndfyameveti.
—AB, Vol. L. p. 11.
karma-bhavanvavapeksi natyavedo maya krtah—NS. 1, 106.
Macdonell, Vedic Mpythology, i 22; G.C. Pande, Foundations of
Indian Culture, Vol. 1, p. 27.
NS§, 1. 79.
Keith, Sanskrit Drama, pp. 295, 355.
AB, Vol. I, pp. 36-37— Tadid amanukirtanam anuvyavasayawfeso
natyaparaparyayah. Nanukara iti'bhramtavyam. He adds that imi-
tation produces ridicule. Besides imitation is impossible and there
is no proper object for it. “Anukdrena tu kim aparadham na kif-
cid asambhavad rte. Anukara iti hi sadrSakaranam. Tat kasya. Na
tavad Ramadeh Tasyahanukaryatvat.”” Nor are the mental siates
of Rama etc., imitated by the actor because he does not have any
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such feelings. He only exhibits the anubhavas which from a gene-
ric class— Sadharanaripasya kak kena sadrSyarthah. Drama is
thus an introspective or reflective or intuitive experience—7Tas-
madanuvyavasayatmakam kirtanam risita vikalpasamvedanarm natyam
.................. Na tvanukaranaripam. 1f, however, one means by
imitation a representation in conformity to social life, there is no
harm—yadi tvevam mukhyalaukika-karandnu-saritaya anukaranam
ityucyate tanna kascid dosah.

see NS, 13. 72-74, on Lokadharmi and Natyadharmi.

Cf. Dhvanyaloka (p. 336) — Na hi kaver itivrttamatra nirvahanena
kificitprayojanam.

Cf. Kavyaprakasa (1.3)—Kanta-sammitatayopadefayuje

Cf. NS, 19. 139;

Paicasandhi-caturvriti catuhsasthyahgasciyutam|
Sattrimsallaksanopetarn gunalankarabhigitam||

35a Cf. Dasarapaka, 1.11— Vastune td rasastesam bhedako vastu ca

36

37
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tridha.

Aristotle, Poetics (annoted tr. V. Rai, Delhi, 1984):“Every tragedy,
therefore, must have six parts, which parts determine its quality—
namely, plot, character, diction, thought, spectacle, song.”’

Ihid., l.c. “But most important of all is the organization of the
incident. For tragedy is an imitation, not of men, but of an
action and of life... Hence the plot is the end of tragedy, and
the end is the chief thing of all.” The concept of ‘end’ may be
compared with that of phala. For Aristotle, character determines
qualities while action determines happiness and unhappiness. So
far Aristotelian ideas are similar to Indian, but Aristotle believes
in the intervention of fate, Anangke. which will act blindly. The
conception of poetic justice as a ruling principle of the cosmos
was not acceptable to Greek rationalism.

Aristotle’s definition of the tragedy does not include the death of
the hero as a necessary part— Ibid., p. 83. ‘‘Tragedy, then, is an
imitation of an action that is serious, complete and of a certain
magnitude...... » He describes reversal (pieripeteia) and recognition
as the most powerful elements of tragedy. Both of these are well
illustrated in the Sakuntala, the Svapnavasavadatta and the Mrccha-
katika; cf. R. Vaghavan, The Social Play in Sanskrit, p. 3. “To
regret again and again that the so-called tragedy is impossible in
Sanskrit may be all right in writers whose minds are fed on the
Hellenistic heritage, but within the Indian scheme, the Prakarana
does represent the tragic element in a conspicuous manner. Even
theory recognises it.” He refers to the Natyadarpana of Rama-
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adhyaya.

Caturvidha pravrttiSca prokta natyaprayoktrbhih/
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Chapter 4

Geographical Horizons and Material Culture
Geographical Horizons

The ancient Indian tradition of ‘geography’ was in fact a mixture
of cosmography and geography, of myth, symbol and fact. The Ve-
das speak of a number of worlds, streams and mountains.! The
Buddhist tradition clearly conceived of a central mountain, Meru,
and of several stretches of water and mountain ranges around it.
Beyond the eight ranges are the continents, four in number. At the
same time these mountain ranges are also called Islands (dvipas),
which would make their number seven.2 The Purdnas also mention
the Four Continents around Meru and then again Seven Continents
without using the Buddhist terminology though two of the names viz.
Uttarakuru and Jambidvipa® find mention in the Purdpas with
some difference. When the Purdnas conceive the world as a lotus,
they place the Meru at its pericarp and the four continents around it
as its petals. The four continents are Bhadrdsva, Bharata, Ketuma-
la and Uttarakuru.? Elsewhere the Puranas describe the earth as di-
vided into seven dvipas, Jambiidvipa being the central one. Jambi-
dvipa is divided into nine varsas and Bharata is one of them. Bha-
rata, again, is divided into nine dvipas and Kumaridvipa is one of
them.5 It has been argued by Prof. V.S. Agrawala that the Purdnas
had two distinct conceptions of geography viz., Caturdvipa and Sap-
tadvipa. He holds that the latter represents a later conception.® The
division of Bhirata into nine ‘islands’ is held to belong to the Gupta
age. If this reconstruction if accepted, the different Puranic geegra-
phical conception could serve as chronological markers in the dating
of other texts. Unfortunately the idea that the conception of seven
continents is distinctly later than that of the four continents, cannot
be said to be well established. Both the conceptions have ancient
roots and the admixture of mythical with factual elements makes it
impossible to regard the conception of seven continents as simply due
to the growth of geographical information. As a result, when we find
the geography of seven continents reflected in the Natya Sastra we
are only entitled to speak of the general connection of the NS with
the Puranic tradition without being more precise.
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Dramatic representation may relate to events and characters located
anywhere in the vast world. Bharata eleborates a system of dividing
the parts of the stage into distinct ‘zones’ or ‘orbits’ (kaksyas) for the
purpose of facilitating location in different spaces, so to say. In this
context he gives in chapter XIII an idea of what was currently belie-
ved about the world in his times. When he speaks of varsani sapta
dvipasca’,” ‘the word sapta seems to qualify ‘varsani’ as well as ‘dvipal’
by the dehali-dipaka-nyaya and it seems to be suggested that the ‘con-
tinents’ (varsas) as well as ‘islands’ (dvipas) may be regarded as seven.
In a subsequent verse numbered 21 but placed within square brackets
by the editor, we find the seven varsas mentioned as Bharata, Haima,
Harivarsa, Ilavrta, Ramya, Kimpurusa and Uttarakuru.8 Of the dvipas
only Jambidvipa finds explicit mention.?

The more realistic part of ancient geography related to the division
of India into diverse distinct regions or Janapadas. A number of
scholars have examined the lists of Janapadas found in the Epics and
the Siitras, the Puranas,the Brhatsamhita, Buddhist and Jaina literature,
foreign accounts etc.1® Here, again, we have to reckon with the fact
that the whole of India was quite well-known in the epic-Puranic
literature. The NS, thus, can only be expected to give more or less
well-known and standardized information. The NS mentions seven
great mountains where divine and semi-divine beings dwell.1* Thus on
Kailaéa in the Himalayas dwell the yaksas and the raksasas. They
are called Haimavatas. Gandharvas and apsarases dwell on Hema-
kiita. The nagas dwell on Nisadha, the gods on Mahameru, the
siddhas on Nila, the daityas on Svetaparvata and the pitrs (manes) on
Srngavan. These mountains are called abodes of divine beings
(divyavasas). Of these Hemakiita and Mahameru and possibly Sri-
gavidn appear to be mythical.

Coming to the human world (loka) it is held to consist of diverse
countries characterized by their distinctive dresses, speech and ma-
nners (nanadefavesabhasacarah).}®> Four basic regions and ‘styles’
(pravritti) based on them are recognized. These are Western (Avanti),
Northern (Paicali), Southern (Daksinatya), and Eastern (Audra-
magadhi).'® The Southern region lies between the southern sea and
the Vindhyas'? but it has also been described as consisting of the
countries dependent on Mahendra, Malaya, Sahya, Mekala and Pila-
maiijara.1®  Again, the southern people are enumerated as Kosala,
Tosala, Kalinga, Yavana, Khasa, Dramida, Andhra, Maharastra,
Vainna and Vanavisaja.l®6 Here Kosala obviously means southern
Kosala, asin the Allahabad pillar inscription of Samudragupta.
A Vakataka inscription mentions Kosala and Mekala together.l? An
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Afokan edict mentions Tosali as the head-quarters of Kalinga.l8
Dhauli has been sought to be derived from Tosali. Several Puranas
mention Kalinga in the Daksindpatha though some place it more
accurately in the south-east.19 Abhinavagupta points out that on
account of the dual status of Odra and Kalinga, in the south as well
as in the east, they have been attributed two wrftis.?0 The mention
of the Yavanas in the south is surprising because they are usually
referred to in the north-west. The Khasas too are generally regarded
as Parvatasrayinah and placed in the north.*> The fact that Yavanas
and Khasas are mentioned together suggests that perhaps the Sakas
are intended as they are not mentioned otherwise in this list of
janapadas. The rule of the Saka Satrapas is well-known to have
extended to the Daksinapatha at one time. This reference thus could
have an important bearing on the dating of the NS. It may also be
recalled that Aéoka refers to the Yavana Tusaspha in Kathiawar.
Perhaps there was some colony of the Yavanas there. Principally,
however the Yonas are placed with the Kambojas.

The Dramidas are apparently the same as the Dravidas whom
some Puranas place in the south-west.22 It may be remembered that
the term does not occur in the inscriptions of Asoka, which never-
theless do refer to the people of the extreme south. But Adoka fails
to refer to the Andhras whose name occurs as far back as the Aitareya
Brahmana, Megasthenes and Manu.28  Perhaps Dramida and Andhra
were more current in literary rather than administrative contexts.

Maharastra as such does not occur in the inscriptions of Adoka.
It has been suggested plausibly that the Rastrikas of Asoka were
probably the people of Maharastra* Although some Purinas
mention Maharastra, it has been suggested that the earliest reference
to them comes from Manimekalai in the fourth century A.p.25 This
may, however, be doubted because some of the Puréanic references
could be earlier. This also disposes of D.C. Sircar’s view that the
mention of Maharastra shows that the NS could not be earlier than
the Gupta age.

The mention of Vainna as the name of a people is quite uncommon,
Venna is usually the name of a river. A variant reading is Bhilla
but the editor explains Vainna as Krsnapinakinitiravasinah.®*6 The
variant for Vanavasaja is Vanavasaka. Vanavasi or Vaijayanti was
situated in the interior on the banks of the river Varada and there
was a port on the west coast bearing the same name.?? It was the
capital of the Kadambas.

In the west were situated the janapadas of Avantikas, Vaididikas,
Saurdstras, Malavas, Saindhavas, Sauviras, Anartas, Arbudeyas,



66 A Historical and Cultural Study of the Natya$astra

Dagarnas, Traipuras and Martikavatas.*8 Avanti was one of the 16
mahijanapadas of the daguttara Nikaya and is included in the Puranic
list of janapadas. Ancient Vidiéa has been identified with modern
Bhilsa. It was the ancient capital of Daédirna and was situated on the
river Vetravati. Milavas are generally identified with the Malloi men-
tioned by the Greeks in the Punjab. They have been located in the Doab
of the Chenab and Ravi.2? They appear to have migrated southward
later to present-day Malwa. The Brahma Purana, thus, locates Avanti
in the Malava janapada.30 Surdstra is well-known as modern Kathia
war ‘and it is mentioned as far back as Panini and the Arthasastra.3!
Sindhu and Sauvira are clubbed together in the Puranas.?? Elsewhere
they are mentioned separtely. The Sindhudesa is placed to the west
of the Indus by Vatsyayana.33 In the Digha Nikaya Roruka is men-
tioned as the capital of Sauvira.3* Roruka is identified with modern
Rohri. Dvaravati was mentioned as the capital of Anarta. The Arbu-
deyakas should obviously be located near Mount Abu. Dasarna was
the river Dhasan and its surrounding territory. Tripura has been
identified with Tawar in Jabalpur. It became the capital of the Kala-
curis in later tim2s.3%> Martikdvata janapada has also been located
around Mount Abu.36

The eastern janapadas mentioned are Anga, Vanga, Kalinga,
Vatsa, Odra and Magadha. Paundra, Nepalaka, Antargiri and Bahir-
giri, Plavangama, Malada, Mallavartaka, ‘Brahmottara etc.,” Bhar-
gava, Margava, Pragjyotisa, Pulinda, Vaideha, Tamraliptaka, Pranga,
Pravrtis and ‘“the other countries mentioned in the Purdnas.”37

Anga with its capital Campa is well-known from ancient Bud-
dhist, Jaina and epic literature. It was one of the sixteen mahajana-
padas of the Anguttara Nikaya. The Jaina Bhagavati Sitra mentions
Vanga by the side of Anga.3® Kalidasa mentions the Vangas with
their naval forces.3® From the Gupta period onwards the Vangas
gained historical importance. Kalinga does not find place either in
the Anguttara list or in the Bhagavati list but its importance in the
Nanda, Maurya and later periods is well-known from epigraphs.
While Odra and Magadha vere undoubtedly parts of the east, it is
curious to find Vatsa mentioned in the east. Paundra obviously
refers to the later Pundravardhana bhukti. WNepala, Antargiri and
Bahirgiri were Himalayan and submontane regions. %0 Their being
placed in the east is a curiosity. While the Plavangas are unknown,
the Maladas have been placed to the south of the confluence of
Ganga and Jamuna.41 While Mallas and Maladas are known, Malla-
vartaka appears new. Brahmottara is mentioned in the Puranas as
one of the janapadas near the Ganga.4> Bhargava as a region is not
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known, though Margava finds mention. Pragjyotisa finds mention
in the Mahabharata®® Pulindas have been located in different parts
of the country in different texts, including the east. Videha and
Tamralipti are well-known but Pranga and Pravrti are not known at
all. The clear reference to the Puranas—Ye Purane samprakirtitah is
here illuminating but the change from janapada to desa is interest-
ing.#4 The northern or central region includes Paiicala, Saurasena,
Ka$mira, Hastinapura, Bahlika, Sakala, Madraka and Ausinara, and
the regions to the north of the Ganga and upto the Himalayas.45
Abhinavagupta, belonging to a later date, notes the absence of Turu-
ska, Araytaka, Daradaka, Khasa etc.46

Paficila was an ancient janapada of epic fame. The northern
Paisicila has been located between the Ganga and the Gomati and
had its capital at Ahicchattra.? The southern Paficdla was between
the Ganga and the Chambal and its capital was at Kampilya.48
Sirasena was one of the sixteen mahajanapadas and the Jaina texts
make Mathurd its capital. Mathura was reckoned among the three
chief cities of India.4® Some later texts, however, distinguish between
the Surasenas and the Maithurakas. Although Asoka does not
mention Kaémira, the Ceylonese chronicles mention a Buddhist
mission to that country in the times of Adoka.5® Kalhana includes
Kaémira in the Mauryan empire.’® HastinApura was the ancient
capital of the Kuru kingdom. It was founded by Hastin and was on
the bank of the Ganga. The identification of Bablika has been a
matter of controversy. Some scholars have identified it with Bactria
or Balkh; others with a region in Punjab. It has been suggested
that perhaps the migration of some Bahlika tribals to Punjab may
explain the duality of references.5> The country of the Madras has
been placed between the Chenab and the Jhelum and Sakala is gene-
rally held to have been its capital. The separate mention of Sakala
and Madraka is, therefore, a curiosity. Us$inara has been coupled
with Vaga in later Vedic literature and placed in the central or nor-
thern region.?® It has been suggested that Vasa and Vatsa are the
same, the latter being the janapada of which Kau$ambi was the capi-
tal; but Vatsa has already been included in the NS list of the eastern
degas.

In describing its janapadas the division of India into certain broad
regions, four or more, was a common practice in thc Bhuvana Koéa
section of the Purénas as also in other texts dealing with geography
such as the Brhatsamhita. The basis of this division has not been
spelt out in titese texts. In the NS, on the other hand, we find a clear
raison d’etre of the four-fold division. This is in terms of pravritis or
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regional styles and vritis or dramatic styles, the two being so close as
to be indistinguishable in practical content. It may be recalled that
the pravritis are four, viz.

Avanti daksinatya ca tatha caivodra-magadhi/

Paicalamadhyama caiva vijieyastu pravrttayoh//

(NS, VL. 25). Their connection with the well-known vrtzis as descri-
bed in NS, chapter XX, is explained in NS chapter XIII. Two ques-
tions are explicitly raised®® viz. : There are many countries in the
‘world’; how, then, can there be a four-fold division of the vrrtis ?
Besides, the employment of the vritis has common features, so why
divide them into four ? The point is that different countries of the
world are distinguished by different modes of life. They differ in
their dress, artefacts, language, conduct, secular and religious, or
common and learned, mode of livelihood etc.. and this distinctive way
of life is called vreti. When it is made known to others, it is called
pravriti.55 On what basis are these life styles to be classified into four?
In particular, since the vrttis have common features and help in aes-
thetic generalization through revealing universal psychic factors of love,
anger, infatuation etc. and thus supersede the reference to particula-
rities of place etc.,6 why bring in such coordinates now ?

The answer given is that the differences of regions are generally
admitted and may be connected with broad psychic attitudes. Thus
the four dramatic modes or vritis may serve to represent regional
styles. The southerners are, thus, particularly fond of song and dance
and of clever, delicate and graceful gestures of the limbs. They have
an abundance of romance (§ragara). Such a style is called Kaisiki.57
It may be recalled that Kaifiki is the peculiar element of grace which
is characteristic of the fine arts. In the west, the vr#fi is designated
Avanti but on account of the predominance of dharma, it is also
regarded as Sattvati. Kaiiki too may be admixed.”® The eastern is
Odra-magadhi and is an admixture of Bharati and Arabhati. 1t is
marked by a bombastic use of words.®® The northern or Paicali
mixes Sattvati and Arabhati. 1t has only a little of song and dance
but displays movements of force and violence.80

Since the dramatic styles could be mixed freely according to con-
text.B1 it is clear that they cannot really be considered as realistic or
representatives of regional styles. They can only be regarded as ide-
alized and conventional.

Material Culture
Food and Drink

The preparation of food and drink was held to have a vital as

well as a spiritual significance in the Vedic age. Thus soma was
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divinized and anna was declared to be Brahman—dnnam brahmeti
(Tai. Upa., 3.2). Food was held to determine the quality of the mind
(Ch. Upa.,7.26.2). While prescriptions for mendicants took note of
the spiritual relevance of different types of food and drink, medical
treatises discussed their effects on health. At the same time the deve-
lopment of city life, mercantile wealth and the royal court led to the
development of culinary arts. The Kamasitras (1.3.15) of Vatsya-
yana detailing the mode of life of the affluent town-dweller (nagaraka)
mention the sixty-four arts and among them include vicitrasakayusa-
bhaksya-vikarakriya and panaka-rasa-ragasava-yojanam. In commen-
ting on these, Yaodhara explains that food is of four kinds viz.,
bhaksya, bhojya, lehya and peya. The first of these or bhaksya has to
be suitably treated with vyafijanas, which is a matter of art. The chief
vyaiijana is vegetable or faka. Saka is of ten kinds—mila-patra-
kariragra-phala-kanda-praridhakam| tvakpuspam kantakam ceti S$a-
kam dasavidham smrtam. Peya or drink was of two kinds—boiled or
otherwise. The former is called soup or yiga, bhojya includes sweets
(khanda-khadya) etc. Unboiled drinks are also of two kinds, fermen-
ted and unfermented. Lehya could be a powder or liquid, tasting
salty, sour and bitter and a little sweet. In the absence of really
ancient texts on cookery, it is difficult to get a full picture of the culi-
nary arts in classical times but there can be no doubt that these were
recognized as important. Ina famous story of the Dasakumaracarita
(2.6), Dandin narrates how a young girl wins the heart of a suitor thro-
ugh her expertise in the preparation of food and drink. What she pre-
pared and served was simple enough viz., rice with pulses, ghee, curd,
vegetable and some appetizers, but she did it with great taste and
skill. In Somadeva’s Yafastilaka we find a striking contrast between
the food of the rich and that of the poor. Sriharsa’s Naisadhiya
makes it clear that meat-eating was quite common at least among the
princes.
FEvidence from the NS

The NS mentions bhojya, bhaksya and pana as the ingredients out
of which offerings (bali) were to be constituted during rangapuja.%?
Since ‘yadannah puruso loke tadanna tasya devata,’ it follows that
these were the three main types of food and drink current in the age
of the author. Abhinava explains®3 that bhojya is an eatable which
contains clearly distinct parts of solid particles (khara visadam).
Examples are bread (fagkuli) and solid round sweets now called laddis
(modakas). This is clearly the chewable (carvya) kind of food. While
modakas were ancient it may be noted that Saskulis are not directly
mentioned in the text of Bharata.$* The more ancient apipa is not
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mentioned here. It is mentioned, however, in the offering for Yama
and Mitra and for Kuvera and his followers in the NS.65 Bhaksya is
illustrated by payasa (khir in Hindi) and kréara (khicri in Hindi).86
Apparently it is the lehya variety of food. Pdna or drink is illustrated
by milk and juices of sugarcaune, grapes etc. Since the occasion is ritua-
listic no reference is made to any intoXicating drinks. They are
mentioned in the NS, however, in the context of the offerings made to
bhiitasanghas and danavas.57

Certain types of food were specially noted for their colours. Thus
white food (Suklanna) meant payasa (khir), dark food (nilanna) meant
kréard (khicri), yellow food (pita) meant rice with clarified butter
(ghrtaudana), and red food (rakta) meant rice with guda (gudau-
dana) %8 Again, different types of food were offered to different castes.
Brahmanas were offered ghee and khir (ghrtapayasak) and Ksattriyas
were offered madhuparka, the traditional offering for honoured guests.
Craftsmen (kartrs) were given gudaudana (rice with guda).%® Again, the
Brahmanas were to be given sarpis (clarified butter) and payasa (khir).
The Ksattriyas were to be given red food as mentioned above. The
Vaidyas were to be given yellow food and Stidras dark food. The most
valued food was apparently madhupayasa (khir with honey) which was
to be offered to the chief priest and the ruler. Among the gods,
Brahma was offered madhuparka, Sarasvati payasa, Siva, Visnu, Indra
etc. modakas, Agni ghrtaudana, Soma and Arka gudaudana, Visvedevah,
gandharvas and munis madhupdyasa, Yama and Mitra apipas and
modakas, pitrs, pisacas’ and nagas sarpihksira.’®

Among the grains yava and $alitandula find explicit mention,
which has no negative significance since such mention is incidental to
ritual requirements. Non-vegetarian food was offered to bhitasa-
nghas, raksasas and danavas, Fish was offered to Varuna. Liquor was
often served alongwith meat.”? Meat juice was supposed to be invi-
gorating and given as part of military training and exercise.”

These references to food and drink in the N are undoubtedly scanty
and, what is more, they are in a ritual context, which means that they
depend on a tradition coming down from ancient times. But then
there is hardly any reason to suppose that food habits in the age of
the NS differed radically from those reflected in the Arthasastra, Kama-
$astra, and the early Smrtis. Regional differences were probably more
significant. By the later Vedic age rice, barley, wheat, meat and milk
products constituted the staple diet.7* The Arthasastra, specially rele-
vant for eastern India, specifies the standard food for men of the upper
or lower strata of society (aryah, avardh). For the former rice with
both oil or ghee, each equal to the fourth part of rice, and salt equal
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to the sixteenth part of sipa is prescribed. For the latter, the ava-
ras, the quantity of sipa was to be only one-sixth while oil was to
be half.7 In some Jatakas (e.g., Mahaumagga) we hear of barley
gruel (yavabhattam) instead of rice and the NS mentions yavagd.
Although diverse preparations of rice and milk products dominate
the scene in the NS, the use of barley and grain find mention
and that of wheat pulses may be presumed. Rice was prepared
with pulses, ghee, sugar-candy (guda), honey or milk. Meat and
rice were cooked together also from ancient times although no
specific reference is found in the NS. Cereal preparations included
gruel, cakes (apiipa), preparation of flour (pistabhaksya)™® and sweets
(modaka). Drinks and juices with variegated tastes and flavours were
held in high esteem.?? These involved the use of substances (dravya)
like guda etc., condiments (vyafijunas) with bitter, sweet, sour taste etc.,
and plant products like tamarind, wheat fragments, turmeric etc.78

The general picture of food and drink in the NS is comparable to
that in the Yajiavalkya Smrti, which mentions krSard, samvava, payasa,
apipa and Sagkuli’.?® Samvava is explained by the Mitaksara as “ksira-
guda-ghrtadikrtah utkarikakhyah.” Now utkarika is also mentioned in
the NS though it is printed as utkarika.8¢ From Manu and Ya jiavalkya
it is also clear that meat-eating was now looked upon with disfavour
although it was current.8?

Settlements, Dwellings and Furniture

The contrast of town and country was quite clearly perceived in
classical times as may be gathered from the works of the Satavahana-
Kusana and Gunta-Vakataka ages. Vatsyayana describes the house,
furnishings, habits, tastes and manners of the sophisticated town-
dweller (nagaraka) at length and declares that the sophisticated man
from the country or village should study and imitate the town-dweller
(gramavasica-nagarakajanasya vrttain varnayan Sraddham ca janayan ta-
devanukurvita)* He mentions four kinds of urban settlements viz.,
nagara, pattana, kharvata and mahat. Yasodhara explains that the
first of these was a judicial centre situated within an area of eight
hundred villages. Paftana was the capital town. Kharvata was the
chief settlement within two hundred villages. Mahat or dronamukha
was the chief of four hundred villages.83 These terms are compara-
ble to those used in the Arthafastras*

If, as is generally believed, the lost Brhatkatha and the gathas of
Hila belong to the Satavdhana age, we may see in them the contras-
ting images of town and country respectively. The Mrechakatika of
$iadraka and the Padmaprabhrtaka have also been placed in the same
ageds and attest to the high development of town-life. In the Salkun-
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tala of Kalidiasa Sarngarava condemns city-life as full of confusion
and bustle as if on fire.86 The Amarakosa, generally placed in the
Gupta age, has a distinct Puravarga or section relating to the city.
It begins with the name of the city and after detailing .some of its
parts and features ends with a reference to village, hamlet and tribal
settlements.

The Natyasastra distinguishes between the populace of the country
and the town but it does not establish any formal connection between
the town and the theatre.87 The reason obviously is that even though
patronized by the rulers and wealthy merchants living in cities, the
theatre never lost its connection with the folk at large and their festi-
vals, mimes, and dances, nor with religious cults and the temple.
Open air theatre was known and the stage properties used were rela-
tively simple.88 The technical professionalism of the theatre was
really exercised in the regulation of the histrionics etc., which accom-
panied it, apart from the basic literary art of drama itself. In other
words, the ancient theatre by its nature was not essentially tied down
to any elaborate building and sets, and thus to city life. Nevertheless,
the developed professionalism of the actors, playwrights and musici-
ans did imply an increasing dependence on distinct class of patrons
which was formed by wealthy princes, ministers and merchants. Most
of the forms of the drama catered as spectacles relating to the life of
these classes. The theatrical architecture described in the NS certainly
indicates a location in the city. The representation of cities is
common enough within many of plays themselves. For example, the
Mrcchakatika represents the city vividly. It is the uparipakas which
were plainly connected with folk life®® but the NS disregards them.
Viatsyiyana mentions the presentation of dramatic spectacle (preksa-
nakas) on the occasion of public festivals and entertainments in the
cities.®0 The troupes of actors who presented such spectacles could
be either regularly hired ones or visiting troupes from outsides the
city.

House building was specialized and ritualized art.1 The building
plot was required to be ploughed, cleared and ritually purified before
it was measured in accordance with the building plan. The laying of
foundations, the construction of walls, roofs, pillars and openings
was followed by brick work, wood work, plaster work and decora-
tion. The elements connected with the pillars were @#ha and prat-
yiiha, safijavana, $alabhaijika, niryiha and kuhara.®* Two varieties
of lattice windows are mentioned—jala and gavaksa. Several types
of floors are mentioned. Paintings adorned well-plastered and poli-
shed wall-surfaces. Men and women, creepers and dancing groups
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etc., were pictured in these. Personal experiences (caritam catmabho-
gajam) were also the theme of these paintings.®® In the Uttararama-
carita of Bhavabhiiti we can find an example of this.?* Such ornate
and elaborate buildings, however, belonged only to the rich or were
for public use. The poor must have lived as ever in houses of mud
and thatch., The Atharvaveda itself describes the construction of
such huts.

For illumination the house depended on oil lamps, dipika, and
torches of inflammable material (ulka).® On the furniture of the
houses the NS gives detailed information about the different types of
seats which were used for different classes of persons.2¢ Thus for
the crown-prince and commander-in-chief mundasana was prescribed.
For the ruling queens sinhasana and for the princes in general kutha-
sana which apparently refers to a rug-seat. A cane-seat or vetrdsana
was prescribed for the wives of the royal priest and ministers. AB
says that some regard vetrasana to refer to a blanket seat.®? For the
mistresses of the king seats of cloth or leather were prescribed. For
Brahmana women and women ascetics. paitdsana was prescribed.
For public women masiraka or a kind of pillow is mentioned. For
other women the ground itself served as the seat. Buddhist monks or
ancient seers sat on brusi.

Dress and Ornaments

While the NS gives details about hair styles and ornaments, it does
not detail the dresses but only requires that they should be appro-
priate to the type, region and age of the character concerned—bhisa-
naiscapi vefaifca nandvasthasamasraik (NS, 21.53); also adeSayukto
vesohi na fobham janayigyati (ibid., 21. 73). 1In the colder regions of
the north and the north-west the use of upper garments, fuller cover-
ings, woolen material and sewn clothes was commoner. The ‘nor-
thern dress’ or ‘udicya vesa’ is an example.?® Expensive cloth and
ornaments characterised the upper classes. Generally, the dress con-
sisted of three parts viz., a piece of cloth (vdsas) to cover the lower
body, a covering for the upper part (uttariya) often as a wrap, and
a head-dress. Under-clothing was also used, though not habitually by
women.?? In the Vedic age we hear of vasas, adhivasas and the usnifa
as the three main parts of the dress.100 Niyi was some kind of under-
garment, rasand a girdle, drapi and atka probably sewn clothes fitting
the body.101  Shoes and sandals are clearly referred to in later Vedic
literature.192  The use of wool and leather was common.

The Buddhist monks were allowed three robes or civaras viz., san-
ghati, uttarasanga and antaravasakal®® The nuns were, however, also
permitted a robe for bath (udakasatika) and a bodice (saikacchikam).
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The robes were generally stiched out of smaller pieces of cloth patte-
rned like the ‘fields of Magadha’, and dyed. Sandals (upohana) of one
lining (ekapalasika) were permitted in the Majjhimadesa, outside which
they could have more than one lining. From prohibitions we know
of numerous kinds of ornamental shoes and sandals current among
the laity.

The Arthasdstra gives detailed information about the materials,
manufacture and types of clothing.19% Varabana has been interpreted
as a type of woolen coat and samputika as trousers of a king.10% The
Arthasastra also evinces a brisk trade in cloth with Central Asia which
must have been fairly ancient. In the period of the NS the invasions
from the north-west must have given added weight to such trade.
From this very period we begin to get the the plastic representation of
dress and ornaments and attempts have been made to connect these
with the literary descriptions. This has also raised much controversy
about the extent to which clothes were used to cover the upper part
of the body or the use of sewn clothes.

Charles Fabri has argued that the dresses shown in art must be
regarded as representing those actually worn by the people and hence
that ““Indian women of all classes went about bare from the waist up-
wards (as do the Balinese) for many hundreds of years.”” ‘“‘Anyone
with eyes can see that in the whole history of Indian art, from the
earliest times to approximately the 12th century A.D., women are inva-
riably shown (with the sole exception of foreign fashions at one period)
as wearing no garments to cover their breasts.”’106 The argument that
this may be only an artistic convention does not hold good at all. On
the other hand, literary evidence is to be treated with caution because
the meaning of words changes. Thus the sari which Draupadi wore
and which Dihéasana sought to snatch was probably only a small
piece of cloth called ‘sari’ wrapped round her waist only, and no upper
garment.197 Where women appear with upper garments they are to be
regarded as foreigners or as sporting a fashion of foreign origin.

This view overstates the fact that all women in ancient India did
not habitually put on sewn bodices. The upper part of the body was
generally covered by a portion of the sari or by a wrap. This was
commoner in Central and Southern India. However, despite the artists’
preference for revealing and modelling the breasts, there is enough
evidence to show that the covering of the breasts was habitual. The
Amarko$a describes bodices as cola and kiirpasaka. 1’8 The Buddhist
monastic dress makes definite provisions for the covering Of the upper
part of the body especially of women; Kalidasa describes Sakuntala
as having her breasts tightly covered by valkala, 109 and refers to the
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breast cloth (stan@msuka) of Urvaéi110 Bana describes the women of
Sthanviévara as abhujangagamyah kaicukinySca. The commentator
explains kaficukam strinam vasak varabanakhyah 't

Fabri's reference to Draupadi, in fact, conclusively disproves his
theory because he has apparently argued without looking at the text.
Draupadi is described as Ekavastra adhonivi rodamana rajasvala 112
That is, that she had only one cloth was due to her being rajasvala.
She says adya rajasvalasmi ekam ca vaso mama. 113 It implies that having
one cloth was not habitual but exceptional.11* Even so the upper part
of the body was not left bare except when part of the sari fell down
owing to the snatching by Duhéasana— Prakirnakesi patitardhavastra
Duh$asanena vyavadhiiyamana. She is described as srastottariyam, which
shows that part of the sari was used to cover the upper part of the
body and could then be described as uttariya11®

As mentioned before, the NS takes the dresses for granted, but
describes the ornaments in detail. They are said to be of four kinds—
avedhya which require piercing, bandhaniya which have to be tied,
ksepya which are worn around and @ropya which are simply put on.116
Kundala or ear-ring is an example of avedhya. Pearl-bands, arm
clasps (aigada) and waist band (§ronisiitra) are examples of bandhaniya.
Anklets (niipura) illustrate the ksepya and gold strings and necklace are
aropya.17 The ornaments for men, whether kings or gods, are thus
described 18— ciidamani (crest jewel) and mukuta (tiara) for the head,
kundala (ear-ring), mocaka'? and kila'?® for the ears, mulktavali (pearl
string), harsakal®* and sitraka (band) for the neck, vetika and anguli-
mudr@'®? for the fingers, valaya (bangle), rucaka and calika*® were
used on the wrist and forearm, keyiira and above that angada were
used on the upper arm, trisara (three strands of pearls) and hara on
the breast, pendant garlands and strings on limbs, talaka and sitra-
kal?* on the waist. Women used a larger variety of ornaments. For
the head they used $§ikhapasa, Sikhavyala, pindipattra, cidamani, ma-
karika, muktajala, gavaksika and Sirsajalaka* Kandaka and $ikchi-
patra, 1?8 venipuccha and lalatatilaka were used for the forehead. For the
ears there was a great variety of ornaments— karnika, karnavalaya,
pattrakarnika, kundala,\*? karnamudra, karnotkilaka, dantapatra®-8 and
karnapiira. On the cheeks tilaka and patralekha was used. For the neck
are mentioned muktavali and vyalapamkti, maijari, ratnamalika, ratnd-
vali, sitraka, dvisara, trisara catuhsarika and srakhalika. Angada and
valaya were used on the upper arm. Diverse necklaces and pearl nett-
ing (mani jala) for covering the breasts are mentioned. For the arms
kalapi, kataka, $aikha, hastapatra and piiraka are listed, while mudra
apd anguliyaka adorned the fingers. On the waist were worn mekhala,
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kaiicika, rasana and kalapa. Kaiici was of one string, mekhala of eight
strings, rasana of sixteen strings, kalapa of twenty-five, sixty-four or
hundred and eighty strands. ~ On ankles nipura kinkinika, ghantika,
ratnajalaka and kataka were used.

A great deal of emphasis was laid on the hair styles which were dis-
tinctive of different classes of female characters. The hair could be tied
in a top-knot with pearl braids or tied in a single plait, or part of the
hair could be tied in a knot encircled by a net and the rest allowed to
descend in a braid. Abhira women tied their hair into two plaits.
The women of Avanti had curled forelocks, those of Gauda had fore-
locks with a top bun and a hanging braid. North-western women wore
a high top knot. The women of the South wore their hair in the style
called ullekhya in which the hair was tied in the kumbhi knot and
curls on the forehead.

The kind of material culture reflected in the NS is distinguished
by its aesthetic taste rather than by much affluence or poverty. It cer-
tainly presupposes an economic order in which agriculture flourished
and handicrafts included not only useful but ormamental industries.
As is known from other sources the handicrafts were organised in a
highly professional and socially influential guilds. Trade and trans-
port covered the whole country and went to other lands. 1In the NS,
the traders along with the princes, priests and ministers form the
leading class. The hierarchical social order and the growth of indus-
try, trade and taxes clearly show an ample surplus over and above
the immediate needs.

However the NS does not shed any light on economic organisation
except negatively in as much as while it speaks of mahamatras, it does
not mention any feudal lords. Its picture is nearer to that of the epics
and Sitras. What it recaptures for us is the structure of taste and
beauty in the rituals, conventions and styles which the people effected
in their social life and feminine graces which lent it charm.
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Chapter §

Aspects of Social Life : Structure, Institutions
and Values

In the Introduction to his Social History Trevelyan has remarked
that at bottom the appeal of history is imaginative. ““Our imagination
craves to behold our ancestors as they really were, going about their
daily business and daily pleasure.”® As we read old texts “they take
form, colour, gesture, passion, thought.”? This is particularly true
of the study of the Ndatyafastra. From it we learn how men and
women in that age dressed and appeared, moved and spoke, what
their characteristic pursuits and emotional responses were. The whole
spectacle of shapes and sounds of a vanished age lies implicitly in the
theatrical prescriptions of Bharata. While it is a tempting pasture for
the social historian in one sense, in another it would be a disappoint-
ment. For obvious reasons what is emphasized in the NS is the
human spectacle, not the legal-institutional framework of constraints.
For the reconstruction of social conditions, thus, the evidence of the
NS needs to be analysed in the context of relevant evidence from
other sources. Its unique virtue lies in the fact that it illumines some
aspects of social life over which other sources are quite naturally
silent.

Social representation (lokanukarana) was an acknowledged primary
object of drama, although it intended to communicate an inner expe-
rience through its medium.3 The practical constraints of the stage
necessarily made this representation a mixture of realistic and conven-
tional elements. This was clearly recognised and the aspects of re-
presentation were called lokadharmi and natyadharmi.*  Lokadharmi
consists of natural feelings and conditions (svabhavabhavopagatam),
social usage and behaviour (lokavartakriyopetam) and natural acting
(svabhavabhinayopetam).®  Loka or society is here understood as an
order based on human nature (svabhava) and established usage (varta).
The general presumption was that the constituents of human nature
are universal, though each individual has a specific character formed
by his own actions.” It is recognised, however, that social position
also reflects the level and quality of a person’s conduct, but this qua-
lity is cultural rather than ethical.® Social usage or action patterns
(lokavyavahara) depend on natural drives (kama) as well as the norms
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of moral law (dharma).® Human nature, thus, is not considered to be
intrinsically constituted or determined by social development.10
Although the specificity of Indian social order was well recognised it
was not understood in terms of any socio-historical determinism.!!
It was believed to be the result of a unique and timeless tradition.12
The fact is that in ancient India as in medieval Europe, human society
was understood in terms of cosmic and moral constraints rather than
in terms of ephemeral historical and economic relations.1® For this
reason, the theme and practice of drama tended to be, on the whole,
conservative, taking the social order for granted and concentrating
mainly on the psychic and moral roots of human conduct. In picturing
the loka the NS also took for granted the other $astras dealing with
dharma, artha and kama.

In representing society, drama did not intend to present a documen-
tary, but to create a suggestive image and for this reason no attempt
was made to develop elaborate realism. The stage-craft depended on
the extensive use of signs, symbols, and purely conventional represent-
ation called natyadharmi* 1If lokadharmi meant ‘belonging to the
world’, natyadharmi meant ‘belonging to the stage’. The latter, thus,
meant not only conventional but creative innovation of the theatre
also. Dance and music came under this category. Speech and emo-
tions were rendered with much natural realism, but mountains, vehi-
cles, aerial cars, celestial weapons etc., could be shown by personifica-
tion or by signs and suggestions.'> The chariot, thus, could be indi-
cated by the charioteer appearing to hold the reins, its motion by
gestures suggestive of the sensation of the breeze flowing past. Instead
of concentrating on mechanical contrivances and material reconstruc-
tion of things and detailed sets containing the exact replicas of social
scenes the NS concentrates on the elaborate language of gestures and
symbols which dancers and actors had developed.

The two dharmis or dramatic modes, thus, briefly correspond to
Nature (svabhdva) and lmage (vibhava), the latter subsisting only in
a dramatic spectacle.l® The real world exists in a natural mode lea-
ding to experiences of pleasure and pain but it can become the occa-
sion of pure enjoyment (rasa) only when it is transformed into a
spectacle.1?

The broad divisions of society in the NS may be said to comprise
of classes, castes and professions. The general picture of these in the
NS is more complex than that of the Vedic age. Thus, the Vedic janas
find no mention in the NS on the other hand, its structure of varnas
and jatis is more detailed. Also, it has no trace of any kind of feudal
hierarchy. The term samanta does not occur, nor does the term
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ksatrapa. Slaves are known, but there is hardly any difference between
slave and servant. Merchants, caravan leaders and trade with distant
places are known, but market places, bargaining, and the profit motive
receive hardly any attention. The emphasis is on royal and aristocratic
adventure, heroism, war and romance. Ministers and merchants
pursue adventures of love. Ascetics of all kinds flit across the stage
but they do not occupy its centre. The society of the NS may be seen
as a link between the epic society where merchants hardly figure and
the society of the Brhatkatha where the desire for gain at least rivals
that for honour. This society is glimpsed by us in terms of its leading
sentiments, ideal character types and stock themes as formalised for
the Dasardpaka. The NS like all ancient works viewed society as a
hierarchical organisation in which men were grouped in different
strata and ranked as high and low. This was done in several ways,
according to prakrti, varna, jati and Silpa, that is to say, culture, cha-
racter (nature), caste and profession were the principal scores on
whice social ranking depended.1® It is notable that wealth as such is
not so recognised formally, although in practice it must undoubtedly
have played a prominent part just as the formal ranking of the Brah-
manas by varna must have been in practice often superseded by the
actual position of royalty.1?

The most characteristic division of men and women in the NS is
on the basis of their nature or prakrti. ‘*Briefly, the nature of men
and women is recognised to be threefold, superior, inferior and midd-
ling.”’20 The superior nature (prakrtiruttama) is known for its self-
control, wisdom, skill in diverse crafts, consideration, lofty objectives,
reassuring those in fear, knowledge of different sciences ($astras),
depth and magnanimity and for the virtues of firmness and sacrifice.?!
The middling nature is known for its proficiency in conducting social
business (lokopacara), skill in practical arts ($ilpasiitras), professional
knowledge and pleasing manners ( vijianamadhuryayuta).?* The inferior
type of men are of harsh speech, bad character, bad constitution,
(kusattvah), dull, irascible, hurting, disloyal to friends, fault-finding
back-biting, aggressive in speech, ungrateful, lazy, lacking discrimina-

tion between those who deserve and those who do not deserve respect,
" flirtatious, quarrelsome, infamous, sinful and snatching other people’s
wealth.2% Thus these three types are distinguished by their character
(sila).2* 1In the case of women, the superior type is noted for its gen-
tleness, steadiness, smiling speech, compassion, service to elders,
modesty, courtesy, natural qualities of beauty, noble descent and
sweetness.2? The middling women have these qualities in a limited
manner and only slight blemishes. The inferior women are similar
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to the inferior men.?6

It is noteworthy that in this description the inferior men and -
women are alike characterised by their lack of moral virtues. They
are at the mercy of their passions, lack all discipline. The two higher
types, on the other hand, are distinguished not only by their moral
virtues but also by their knowledge and practical skills. The women
also have in addition the faminine virtues in an ample measure. So
far the distinction rests only on moral and cultural qualities, but in
the case of superior women it is clearly stated that they have a noble
descent (abhijana). Although that is not explicitly stated in the case
of men, it may be supposed that it is implicitly meant there also. This
converts a typology of ‘character’ into a social hierarchy. ‘High’,
‘middle’ and ‘low’ are not merely moral and cultural standards but
also social ranks, that is to say, they came to signify the norms of
behaviour expected of or imputed to the different rungs of the social
hierarchy.

From the dramatic point of view the high and middling types of
heroes may be bold (dhiroddhata), graceful (lalita), noble (dhirodatta),
or tranquil (dhiraprasanta).?” The gods exemplify the first, the kings
the second, the chief of the army and the ministers the third, and the
Brahmanas and the merchants the fourth.® This means that only
kings are to be represented as heroic and graceful, gods as only bold
heroes, ministers and commanders as noble heroes only, while Brah-
manas and traders are to be represented as tranquil heroes only.??
Here, too, we have an implicit social hierarchy; below the gods we
have the ascetics, then the rulers and their dependents followed by
high military and civil officials. Below them we have the Brahmanas
and merchants. These different groups constitute the high and midd-
ling classes. If gods and ascetics are left out of consideration, for they
were not accepted as heroes in the principal forms of classical drama,
we have the kings, officials, Brahmanas and merchants as the upper
class of society. The kings could be the heroes of the Nataka, the rest
of the Prakarana. The heroes of the latter could be Brahmanas and
priests, merchants and carvan leaders, ministers and officials.30 They
are collectively the householders or kutumbinah.3

As for the lower classes from which high culture was not expected,
we have labourers, despised professions, barbarians, parasites and cri-
minals. The NS does not have much to say about them because they
did not play any important part in the drama.3? In the society which
the drama represented these classes could only have had a marginal
position.

The division according to varna was the most ancient. The NS
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uses the word caturvarnya to indicate the whole universe of characters,
or the concourse of the four varnas as is the usual meaning.3? Various
kinds of Brahmanas are mentioned. The highest apparently were the
sages, rgis or purodhases and the teachers especially of the Vedic lore.
The Brahmanas could be found among ministers and officials advising
and assisting the king, among ascetics and among the householders in
different professions. Their characterstic roles which drama represen-
ted were those of teachers, priests and counsellors. The potrayal of
the Vidisaka or jester possibly represents a satire on Brahmanical
dependence on royal patronage, interest in food, keen with and philo-
sophical humour. But the Vidiigaka was a real counsellor to the king
and himself the real satirist.3¢ While kings, warriors and officials are
prominently represented on the stage, the Ksatriyas as such find little
mention. In the Vedic and Epic ages the Ksatriyas or Rajanyas cons-
tituted the ruling class, but the situation changed drastically from the
4th cent. B.c. Mahdpadmananda not only founded a non-Ksatriya
dynasty but is said to have uprooted the ancient Ksatriya ruling fami-
lies.8% The Brahmanas questioned the Ksatriya status of the Maur-
yas36 and in the post-Maurya period we have the Brahmanas assuming
royal power in the Sunga, Kanva and Satavahana dynasties. Besides,
there was a flood of barbarian rulers—the Sakas, the Yavanas, the
Pahlavas and the Kusanas. The Brahmanical authors of the Smrtis
indeed, liked to give them a position within the orthodex social
order®? but in the period between 2nd cent. B.C. and 2nd cent. A.D,
it would have been hazardous to presume or proclaim the identity of
the rulers and the Ksatriyas on the stage. This was probably why the
NS emphasizes royalty and the warriors and the officials but not the
Ksatriyas as such. Theruler is expected to fit the role of a just and
romantic hero. He is not directly satirized as boastful, ambitious,
tyrannical or lustful, but this image is regularly attributed to the
§akara who is a despised ‘brother-in-law’ of the king.38

It has been noted earlier that the Vaidyas as such figured more in
Brahmanic theoretical and legal works than in records dealing with
actual social usage.3® Thus Buddhist writings and even Asoka refer to
the common people by other names.? The Vaidyas included house-
holders engaged in agriculture as well as business.41 In the NS a
prominent role is recognised for shopkeepers, long-distance traders
and bankers, vanij, sarthavaha and dresthin respectively. They are
represented as mild-mannered but capable of heroism, fortitude and
magnanimity. They are wealthy but not satirized for inordinate greed,
miserliness or extortionate money-lending. While the satirical images
of the priest and the ruler may be seen in the Vidusaka and the
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Sakara, it is curious that no image of this kind is available for the
mercantile class. There is, of course, the Vita, who is adventurous and
clever but a not too scrupulous man about town. His caste or profe-
ssion are not determinate but he has a ready wit, urban polish and
aesthetic taste and vices such as gambling, duelling, associating with
public women etc. He represents the image of the depraved bourgeois
but is hardly intended satirically, He represents the typical qualities
and vices of city life; its refinement and artistic taste as also its
unprincipled search for pleasure and adventure,42

The Stidras are mentioned as one of the four varnas who constit-
uted the spectators in the theatre.#3 In the north-eastern sector of the
theatre the pillar named after the Stidras was to be placed and was to
be blue in colour. Kréard or a food of rice and pulses was to be given
away in the fixing of the pillar and iron was to be placed at its base.
The obvious symbolism of the procedure is quite instructive. ~ Asso-
ciated with the Brahmanas are ghee, white colour, gold at the
base and the gift of pdyasa (i.e. khir). These obviously suggest purity
and wisdom. With the Ksatriyas our text associates red colour,
copper at the base, and the gift of rice cooked with guda. These
suggest energy, authority and substantial food. With the Vaidya
were associated yellow colour, silver at the base and rice cooked with
ghee. These suggest mildness and wealth. The associated items of
the Siidras as mentioned above would suggest ignorance, poverty and
hardihood.# The four varpas are symbolised by the four pillars
which support the theatre. Each had a distinct contribution—wisdom,
energy, wealth and hardihood respectively. Rice is common to all
but its further ingredient is different. The Stidra’s ignorance symbol-
ised by the blue colour is constituted by his being banned from
the Vedic study. This did not debar him from reaching the same
truth through the itihdsa-purana and now especially through the fifth
Veda of the Natya. Nor were they debarred from the practice of
the arts and crafts, useful or fine. Indeed, the entire profession of
the actors was condemned as being of the Siidras. %5

The problem of adjusting diverse social and ethnic groups within
the scheme of the four varnas had been solved by the Séifras and the
Smirtis by elaborating the concept of jati and miscegenation. The
Manusmrti gives it a systematic and elaborate exposition.*® In the
NS, hardly any reference is to be found to these mixed jatis, from
which it may be concluded that they did not constitute any distinct
and prominent element of the social spectacle. Apparently, their
dress, appearence, speech and manners approximated to those of the
primary varnas. On the other hand, the NS does mention a number
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of these ethnic groups as jatis which included frontier or immigrant
peoples or refer to specific janapadas. Thus, we have mention of the
Kiratas, Barbaras, Andhras, Dravidas, Kaéi-Kosalans and Pulindas
who were all to be represented as dark in complexion.4” Again, there
is mention of the Sakas, Yavanas, Pahlavas and Bahlikas who were to
be represented as fair,48

The bulk of the society was described as consisting of house-
holders or kutumbinah who would be distinguished from the kings and
the religieux®® on the one hand and the slaves and barbarians on the
other. This concept of the kutumbinah is reminiscent of the Vedic
vifah and the Buddhist and Jaina householder—gahapati or gahavai.
The real division amongst them was in terms of professions. It is
the characteristics of these that the producer has to study carefully.
“* Anekasilpajatani naikakarma-kriyani ca | TanyaSesani ripani kartavy-
ani prayoktrbhih.”’b0

The professions as found in the NS may be broadly divided into
two categories viz., the service of the king in the palace (antahpura)
or outside (bahya), and diverse arts and crafts. ‘Outside Service’
under the king includes several distinct offices of diverse levels. The
king stood at the head followed by the commander-in-chief, the
priest, the ministers and secretaries, the judges and the princes. At
the bottom were the officials generally who were divided into various
grades. ‘““Raja Senapatiscaiva purodha mantrinastatha/Sacivak pradviva-
kéca kumaradhikrtastathal{”’5* Abhinava Gupta, however, explains that
rdja here stands not for the king, but for the heir-apparent (yuvaraia).5?
This is plausible because the list of eight offices in this verse would
then describe public offices (bahya-parivara) of the king as distinguished
from the eighteen offices of the palace (antahpura). The raja or
yuvardja was expected to have high moral and intellectual qualifica-
tions, practical ability and tact. He was to have the virtues of truth,
persistence, foresight, enthusiasm, care and insight. He was to take
the vow of protecting the people like the Lokapdlas, understand the
minds of others, have heroic qualities, practical knowledge and effici-
ency, self-control and a mild temper with a sweet tongue. He was to
follow the elders, patronize the arts, and have the knowledge of the
Arthasastra, Nitisastra and Dharmasastra.5® He was to be free from
addictions and vices and above all he was to have love for the people,
a quality which the Artha$astra describes as the source of royal virtues
(anurago hi sarvagunyam).® The priest and the minister or counsellor
were to be highborn, but not of foreign birth, intelligent, learned in
the diverse fasiras, loyal, cautious, free from greed, disciplined, pure
and virtuous.55 The qualities of the secretary were similar. The
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commander-in-chief was expected to be intelligent, proficient in policy,
sweet-spoken but having an insight into the weaknesses of the enemy
and the timing of a campaign, knowledge of the Arthasastra, loyal,
scion of a noble family and proficient in the knowledge of the right
time and place for the execution of a policy.5¢ The judges were to be
knowledgeable in the principles of law, intelligent and well-read, neut-
ral, righteous, endowed with firmness and discrimination between right
and wrong, forbearing, disciplined, having vanquished anger and
acquired an impartial vision.?” Such judges were to be placed on the
bench (dharmasana). They were to follow the school of Brhaspati in
determining the number and nature of assessors (sabhyas).58

Abhinava interprets ‘kumaradhikrta’ as ‘kumaranam rajaputranam
raksartham adhikrtak’.5® The term is reminiscent of the Gupta term
kumaramatya. However, Abhinavagupta’s interpretation is doubtful,
since the description here is of public offices, not palace offices. The
qualities of these seem to be taken out of the list for the judges. This
would suit interpreting them as senior executives rather than as the
companions or attendents of the princes.

The mahamatra apparently described the high officials at the level
of the sendpati and yuvaraja.5® They were represented on the stage
with a half crown on their head. Amatya was apparently a lower
office meriting only a turban but similar to the banker or $resthin in
this respect.61 A more general designation was ‘royal servitor’ or
rajasevaka which may be compared with the yukta of the Artha$astra
or the yukta or purusa of the Asokan epigraphs.5?

Of the professional arts and crafts we have an interesting list in
the members of the panels of the judges or jury (prasnikas) to whom
the relative evaluation of a theatrical production was referred in the
event of a competition.8 This panel included one member each of the
following—ritualist priest (yajiiavit).dancer (nartaka),painter (citrakrt),
hetaira (vefya), expert in metres (chandovit), lingui'st or grammarian
($abdavit), expert in arms (Sastravit), musician (gandharva) and royal
servant (rajasevaka). The clerk (lekhaka) gave support to the comm-
ittee. Among other arts and professions we hear of the soldiers
(yodha), gamblers (divyat), ranchers (ghosaka). undertakers, (pulkasa),
charcoal burners (afgarakaraka), hunters (vyddha), makers of wooden
machines (kasthayantropajivin), foresters (vanaukas), excavators of
mines (surangdkhanaka), joiners (sandhikara), grooms (a$varaksa), cha-
rioteers (siita).%* To these we may add architects, carpenters, masons,
brick-layers, rope-makers, stone-cutters, sculptors, metal-workers and
workers in precious stones as these are implied in the descriptions of
architecture, weapons, armaments and metals. So are spinners, wea-
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vers, tillers, herdsmen, and cooks in the descriptions of clothes and
food. Craftsmen were generally designated kdruka or $ilpin and
recognised as a distinct class.5?

Additional information is available in the NS about the professions
of women especially in the context of the establishment of the royal
palace. Even apart from the palace we hear of the female slaves (ddsi),
craftswomen (karufilpini), nurses (dhatri), actresses or those engaged in
show-business (rafigopajivini), tale-tellers (kathini), singers and hair-
dressers.% Lingini according to Abhinava meant painter but it might
simply mean one living as a religieux. In the palace women were em-
ployed in a variety of jobs and corresponding skills must have existed
outside the palace also.%? Thus we have crafts women (silpakarikah)
of various types (nanasilpavicaksanah) and those skilled in the art of
perfumes and flowers (gandhapuspa-vibhagajiiah) and arranging of
seats and beds ($ayanasana-bhagajiiah). They were expected to be
clever, sweet, adroit, mild, clear, smooth and quiet. Another class of
jobs was performed by stage performers or Natakiyas. They were to
be skilled in music, portrayal of moods, sentiments and acting. They
~were to be quick in improvisation and young and beautiful. The dan-

lcer was a class apart. She was to be able to display skill in musical
“instruments, with all limbs fully trained, acquainted with the sixty-four
arts (catussasthikalanvita),%® clever, courteous, bold, free from the
typical faminine faults, industrious, knowledgeable in diverse arts
(nanasilpaprayogajiia) and perspicacious in dance and music. She was
also to be gifted with a voice which was to be at once delicate, sweet,
smooth, reasonant and marvellous. She was expected to be outstand-
ing among other women by the glow of her beauty and youth.

Women attendents in the royal palace were divided into three clas-
ses viz. anucarika, paricarika and samcarika.%® The anucarikdas were
constant attendents like a shadow, never leaving the king. The pari-
carikas included bed-room attendents (§ayyapali), umbrella-bearers,
fan-bearers, shampooers, mixers of perfumes, dressers (prasadhikas) or
those who helped in the putting on of ornaments or prepared garlands.
Samcarikas kept watch over different halls, gardens, temples, pleasure-
palaces, and also kept time. They were also used as messengers.

Elderly women (mahattarah) were used to look after the security
of inner apartments and also to utter benediction and welcome.?0
Pratiharis were employed to report matters arising from treaty, war
and other public business.” Young girls as well as old women worked
in the palace. Given the charge of diverse offices they were called
ayuktikas. Thus they looked after the stores (bhandagaresu), the arm-
oury (ayudhadhikrtah), supervised fruits, roots and plants, gave thought
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to perfumes, decorations, dresses and garlands.”®

It is worth noting that in the detailed description there is no refe-
rence to the employment of yavanis or women body-guards, nor to the
betel-bearers (tambilavahini).”™ This tends to confirm the relative
antiquity of the tradition on which the NS is largely based.

Thus service with the king included service within the palace and
" outside. The former, called antahpura, had eighteen constituents of
which twelve have been detailed above.™ To these were added the
five types of women in the palace who were not servitors, but the
objects of love, affection or patronage of the king. These were the
chief queen (mahadevi), the other queens (devyah), the daughters of
the officials residing in the palace (svaminyah), royal mistresses (stha-
pitah) and those who were given grants and patronage (bhoginyah). To
these have to be added three types of eunuchs—karuka, kaiicukiya,
and varsavara constituting a single class to complete the number
eighteen.

Structured by prakrti, varna, jati and Silpa the society of the NS |
was divided into a hierarchy of ranks. This can be seen most clearly
by attending to the modes’ of address which are prescribed in the N§.75
At the top are placed the sages who are the gods of the gods them-
selves. They are to be addressed as bhagavan or ‘Lord’. Gods, ascetics
and great scholars are to be similarly addressed as bhagavan. The
Brahmana is to be addressed as arya or noble person. The ruler is to
be addressed as mahardja ‘or great king’. The teacher should be
called upadhyaya and older people tata. The Brinmanas could address
the king by his name or as just king. This should be acceptable to
the kings because the Brahmanas are superior.”® The minister or
saciva is to be addressed by the Brahmanas as amdtya or saciva, but
the others of lower rank (hinaik) must address him always as arya.
Among equals the address is to be by name; the superior is to be
addressed with the surname joined to the name. Where men and
women hold offices, they are to be addressed by their office. Artisans
and craftsmen are to be addressed by their profession. These modes
of address are indicative of a socially egalitarian sense. Those who
are a little inferior are to be addressed as marsa or bhava. An equal
may be addressed as friend or vayasya. An inferior may be addressed
as hamho, handa. The charioteer is to address the passengers as ayug-
man. Ascetics are to be addressed as such viz., tapasvin or sadho. The
heir-apparent is to be addressed as svamin, other princes as bhatiaraka.
The ascetics of the Buddhist and Jaina orders are to be addressed
as bhadanta. The other ascetics are to addressed according to their
respective sects. The king is to be addressed by the people as deva,
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but the emperor (sarvabhauma) is to be addressed as bhaita.”

The husband was to be addressed by the wife as daryaputra when
young, and arya otherwise. The wife was to be called as arya or the
daughter or mother of such and such. Women ascetics and goddesses
were to be addressed as bhagavati. Ladies were to be called bhadra
(good women) and elderly ones ambd (mother). Queens were to be
addressed as bhattini, svamini and devi. Maidens were to be addressed
by servants as bhartrdarika. Women were to address each other as
hala and their maids as haiija.

This system of social addressing reaffirms the general principles of
hierarchy emerging earlier. The sages and ascetics enjoyed the highest
status, the Brahmanas came next and then the kings. Below them
came the officials, traders and bankers. Artisans and craftsmen were
given due respect except when they happened to be menials or servants.
It is curious that the NS does not refer to the guilds at all. This could
be due to the fact that their belonging to a guild probably made no
difference to the representation of traders and craftsmen on the stage.”™

Social differences were reflected in speech, dress, hair-style etc.,
also. The rulers were supposed to speak in chaste Sanskrit termed
aryabhasa, but the spoken language of the common people was called
jaribhasa and could be either of the bordering areas which have many
barbarian words (melcchasabda) or of the Bharatavarsa.”® This jati-
bhasa itself could be Prakrit or Sanskrit.8 The heroes were to speak
in Sanskrit normally but could use Prakrit for some reason. Ascetics
of diverse kinds including mendicants and the Bhagavatas, women
and those belonging to low jatis were to speak in Prakrit. So also
those who did not have the opportunity of studying on account of
poverty or were sunk in poverty or were spoilt rich people or were
uneducated people of the upper class.8! Educated ascetics, queens,
hetairas and women versed in arts and crafts8 could speak in Sanskrit.
It follows, thus, that Sanskrit was primarily the mark of education,
high social position and office. The people, especially when uneduca-
ted, extremely poor or of low social strata spoke dialects called Pra-
krit. These dialects differed according to regions and the NS mentions
seven bhagas and seven vibhasds, the former being well-known varieties
of Prakrit while the latter were dialects of non-Aryan languages.83

In appearence the upper two varnas were represented as fair in
complexion while the Vaisyas and Sudrés were represented as dark.84
Brahmacarins, mendicants, amatyas and priests shaved their beard
completely while kings, princes and those dependent on the kings
trimmed their beard in diverse ways. Those in trouble or engaged in
austerities let the beard grow even though it had been shaved earlier.
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Sages and ascetics engaged in long vows kept long beards.85

Kings had gorgeous dresses, but old men, Brahmanas, sresthis,
amatyas, purodhas, traders (vanijah), chamberlains (kaficukiyas) and
ascetics donned clean clothes.8¢ Both the garments, the lower (vasas)
and the upper (iirdhvambarani), were to be either pure (white) or red.8?
This choice of colour could only be a theatrical convention. Or else,
rakta probably meant a ‘pleasing’ or ‘striking’ colour. The mendi-
cants put on ochre-coloured robes. The servitors in the inner apart-
ments of the palace wore ochre-coloured coats (kaficukapata).8® The
warriors donned armour, quiver and bow. Kings wore a crown, the
higher officials (mahamatras) like the senapati or yuvaraja used only a
half crown (ardhamukuta). The ministers, chamberlains, bankers and
priests donned turbans. In fact, this can be seen in the sculptures of
Bharhut and Sanci.®?

Apart from romance and fun, politics was the principal theme of
drama, and we thus get a glimpse of political ideals and realities as
presupposed in the NS. Heroic epics, and the history and legends of
Udayana formed the basic source material for themes of dramatic
works, especially of the earlier period. The Brhatkatha and the explo-
its of some other famous rulers were added to this stock repertoire in
later times. The Arthasastra describes the king as vijigisu, the would-
be conqueror and the state as surrounded by a number of other states
as part of an international system or mandala in which diplomacy was
well-developed. Within the state the king had a well-organised admi-
nistrative machinery for his assistance. This picture generally holds
true of royalty and polity as glimpsed in the NS. In the aviddha type
of drama with diptarasa, the commotion, tumult and stampede of war,
personal combat and siege figure prominently. Intrigue and revolu-
tions occur and so do diplomatic parleys and challenges.% But des-
pite the accepted norm of waging war to show royal prowess or gain
some specific end, the overall purpose of political life was to ensure
peace, prosperity, culture and justice for the people. Peace required
firm authority, prosperity depended on people attending to their work
and reasonable luck with respect to rains, culture depended on the
royal patronage of learning, religion and art, justice on the
integrity of the kings and the soundness of his choice of judges. High
moral, intellectual, martial and practical qualities were expected of
the king as mentioned before. He was to be an adept in the dastras
dealing with dharma and artha, heroic and noble, and above all moti-
vated by love for the people. A verse of the NS praises the virtues
of the king thus: “The earth worships you with its happy janapadas
and burgeoning grains and mines, the Vindhyas and other mountains
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bow to you with the elephants romping in palm forests, the oceans
bow to you with their wavy arms full of pearls released by splitting
shells, the great rivers celebrate your renown while cheered by frolick-
ing water-animals.”’®1 1In this verse, apparently of some poet from the
Deccan, the general notion of what constitutes the success of the ruler
is expressed.

The king was regarded as setting the standard of conduct for the
people and was thus looked upon as a leader in the true sense.
“whatever the things which the king does through pleasure or pain in
diverse spheres of conduct, all that is imitated by the people (yan yan
prakurute raja tanstan loko'nuvartate).92  This agrees with the elitist
view expressed in the Gita— Yadyad acarati §resthastattadevetaro janah|
Sa yat pramanam kurute lokastadanuvartate[[*3 The NS specially ad-
monishes the kings not to use force or authority where gaining the
affection of a woman was concerned.?

The king is declared to have a human nature tinged with divinity—
prakrtih rajiam vai divpamanusi. The kings are born of a divine por-
tion (devam$ajastu rajano) as has been declared in the Vedas and
Vedanta (vedadhyatmasu kirtitah).% Hence they could imitate the
gods without any blemish.

For the assistance of the kings there were diverse officials, the
higher grade being of the mahamatras, the lower of adhikrtas and
ayuktas. At the bottom were the servants. There is no direct reference
to the mantriparisad, but an incidental reference does remind one of
the Arthasastra in this context — Parsadam de$akalau capyarthayuktim
aveksya ca.%® The yuvardja or crown-prince has a special importance
and this reminds one of the Agokan set-up.9? The royal household
was polygamous but the king did not as yet require constant armed
protection.

The ancient drama gave full recognition to the fact of strife in the
society and cosmos. The strife of gods and the titans constituted
the central theme of the more ancient types of drama® and mythically
symbolised the conflict of right and wrong. In the purely human
drama as represented in the nitaka and the prakarana, this element
of conflict is retained. In the heroic plays this is quite clear and gene-
rally takes the form of a war between rival heroes. War plainly
emerges as a significant fact of political life and fighting is accepted as
a part of the heroic way of life. In the war of gods and titans decep-
tion was accepted as legtimate, but in the war between human heroes
honour and truth were to be fully preserved.?® War was not a species
of deception but the performance of a duty placed on the ruler or
warrior in the spirit of heroic idealism. :
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While the king was expected to participate in the war personally,
the head of the army, the sendpati was one of the higher officials or
mahamatras of the state. There was an armoury or ayudhagara in
the palace with a separate official in charge of it.1% The soldiers or
yodhas were supplied with a special dress—sangramika vesa. It included
a protective armour, a head-dress, bow and quiver. Chariots, eleph-
ants and horses were used in the battle.101 A variety of weapons are
mentioned— bhindi, kunta or javelin, Sataghni, $ila, tomara, Sakti, bow
and arrow, gada or club, vajra, sword, cakra or discuss, prasa, pattisa,
danda and khetaka 192 The significance of Sataghni is not certain
but it seems to indicate some engine which threw out stones or pellets
at the enemy. Tomara might have been a heavy club and similar to
gada 9%  Kunta, $akti, §ila and prasa apparently were javelins of
different kinds which could be thrust or flung from a distance. The
bow was to have a length of two hastas while the sword was required
to have a length of forty anagulas.193°

A verse quoted by the NS describes the army in battle as crowded
by diverse horses, elephants, chariots and warriors, with numerous
weapons such as hundreds of arrows, javelins, swords and sticks, with
prancing horses and fear and agitation all around owing to the clang
of weapons.1® But the troops were not an untrained crowd. The
soldiers were drilled in the use of arms. The striking of weapons
required specific stances and movement-sequences called cdris which
were used in dance also—Caribhik Sastra-moksasca caryo yuddhe ca
Kkirtitah 195  Six different kinds of stances or sthanas have been recog-
nised for striking with weapons (Sastravimoksana).1% Regular train-
ing and exercise was prescribed.!%” Co-ordinated movements forming
mandalas were recommended in battle. 108

Apart from the use of weapons, unarmed cambat and fisticuffs
were given special importance. They were called niyuddha and the
special ‘approaches’ adopted in these were called nyaya.l®® Four of
these are described. Indeed the very birth of the vritis is ascribed to
the beautiful style of moving the limbs which Vigsnu adopted in his
fight with Madhu and Kaitabha.

The standard of the army was the symbol of its honour. The conch
and the drum were regularly associated with military marches,110

The picture of religion in the NS§ resembles that of the post-Vedic
but pre-classical times. It may be compared to that found in the early
strata of the Epics before the deification of the heroes as generally
recognised incarnations of God. Indeed, the NS largely reflects the
popular polytheism of the Vedic era where gods are worshipped in
their plurality and picturesqueness and have yet not been overshad-
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owed by the emergence of the one God at the popular level. However,
while a multiplicity of Vedic gods are mentioned, it is clear that the
trinity of Brahma, Visnu and Siva is tending to emerge, which is a
post-Vedic feature. Though the rise of the trinity is visible it is not
yet conceived as the triune expression of one god. Nor is the concep-
tion of incarnation given any importance.111® The gods are conceived
in a fully anthropomorphic manner as in the Epics and Purdnas and
their mythical contests with the asuras form a prominent theme in
festivals as well as drama. Nevertheless, the iconography of gods has
not developed yet and they appear to have been represented on the
stage very much like human heroes. Although sacrificial ritual is still
preserved in worship, it is simplified and mixed with the new aesthetic
elements of music, dance and flowers.111® The ascetic sects of the
Buddhists, Jainas, the Bhagavatas and the Pasupatas are familiar and
distinguished from Brahmanical mendicants, asectics and hermits.
However, except for Brahmanical seers and hermits, the NS does not
appear to regard the other varieties of ascetics with any real respect.
In fact, it visualises hypocritical and false ascetics as involved in in-
trigues and as suitable subjects for satire.112 -

Among the Vedic gods we find mention of Brahma, the Creator,
who is the special patron of the sage Bharata and thus of the Natya-
veda. Mahendra is the chief of the gods. His festival is celebrated
as flag festival and provides the occasion for the putting up of drama-
tic productions.3 Visnu is a great god and the source of the
yretis11%  The myth of his resting on the fesafayya after the deluge
is referred to. Among his names Acyuta, Hari, Narayana and Madhu-
siidana are mentioned. His fight with Madhu and Kaitabha and the
fear and prayer of Brahma are reminiscent of the Markandeya Purana.
Siva is easily the most prominent god of the NS since he is the source
of dancing.11® He is addressed as Trinetra, Devesa, Mahadeva and
Bhuvanesvara. He dwells in the Himilayas, is surrounded by the
bhiitaganas and asks Tandu to teach the tandava form of dance to
Bharata to be used properly in the pirvaranga1® Parvati illustrates
the graceful or sukumara form of dance. The myth of the destruction
of Daksayajita is also referred to.117

Although iconographic representations of the gods are not referred
to, characteristic symbolizations in dance for their worship are known
as pindis.11® We hear of the pindis or worshipful dance-symbols of
Siva in the form of the lifnga, of Nandi in the form of the Trident, of
Candika in the form of Siwhavahini, of Visnu in the form of Garuda,
of Brahma in the form of the lotus, and of Indra in the form of the
elephant Airavata. Kama, the lord of love, has fish as his dance sym-
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bol (pindi), Kumara has the peacock, Laksmi has form (ripa), Ganga
has dhara or the stream, Yama has the noose, Varuna a river, Kuvera
a yaksi, Balarama a plough, the nagas a snake and Rudra, the lord
of the ganas and destroyer of the Daksa sacrifice, the Trident. Abbhi-
nava explains that the gods were to be pleased by the performance of
a suitable dance.11® For each god one would exhibit a characteristic
dance figure or movement which would relate to his or her weapon
(ayudha), vehicle (vahana), deed (karma) or attitude (bhava). Thus
the karana called Talapuspaputa could be used to please the goddess,
Garudaplutaka could indicate the Garuda, Gangavatarana for the
Dhaiapindi etc. Bharata says that the pindibandhas were to be used
as flags or emblems. This also confirms that the representation of
gods was still primarily symbolic, not iconographic.

The gods and their emblems are mentioned in the context of their
contributions to the sages who performed the natya.'*0 Indra gave
his standard (dhvaja) which was his popular emblem. Brahma gave
his crooked staff (kutilaka) which was adopted by the jester (Vidasaka).
This connection between Brahma and the Brihmana jester is mnot
without significance. Varuna gave his pitcher (bhragara) which was
adopted by the pariparévikas, the companions of the Sitradhdra. The
Sun gave the umbrella which was a royal insignia, Siva success, Vayu
the fan, Vignu the lion-seat, Kuvera the ocean and Sarasvati the
quality of proper audition 121

The gods are mentioned again as the protectors of the theatre in
its different parts and aspects.122  The moon god protected the pavi-
lion (mandapa). The Lokapalas protected the theatre in the quarters,
the Maruts took care of the intermediate quarters, Mitra of the green
room, Varuna of the sky, Fire of the vedika, and all the gods of the
orchestra (bhanda). The four orders (varnas) were appointed to the
pillars, the Adityas and the Rudras were placed between the pillars,
the bhiitas in the dharanis, the apsaras in the halls, the Yaksinis in all
the rooms and the ocean to the floor. The Destroyer (Krtanta) and
Time were appointed to the gateways, the Chief Nagas were put on
the doors, the staff of Yama on the threshold of the door and Fate and
Death were made the gatemen. Indra himself stood by the side of the
stage, Lightening was placed on the Mattavarani, while Brahma was
positioned on the stage itself. The allocations of gods to parts of
the theatre for its protection is reminiscent of the later Tantric prac-
tice of nyasa. Whether any particular significance attaches to specific
locations is hard to tell. Probably it represents only an imaginative
effort to connect the gods with the theatre and invoke them for safety.
It may be recalled that in the $ilpasastras gods were similarly connec-



98 A Historical and Cultural Study of the Natyasastra

ted with the different squares of the plans for cities and buildings.123

Apart from the various picturesque gods mentioned above, the
formless Onkara is also referred to.124 Indra was to protect the hero,
Sarasvati the heroine, Onkara the jester and Siva the other characters.
Here, again, the jester is seen to be a key character and connected
most closely with the primeval creative force itself.

When all the gods are to be recalled for obeisance, the list goes
thus— Mahiadeva, Pitamaha, Vignu, Indra, Guha or Kartikeya, Saras-
vati, Laksmi, Siddhi, Medha, Dhrti, Smrti, Soma, Siirya, Maruts,
Lokapalas, Aévins, Mitra, Agni, Svars(?), Varnas, Rudra, Kala, Kali,
Mrtyu, Niyati, Kaladanda, Visnupraharana (cakra), Vasuki, Vajra,
Vidyut, Samudras, gandharvapsards, munis, bhiitas, pifacas, yak-
$as, guhyakas, mahesvaras, asuras, natya-vighnas, daityaraksasas,
natyakumaris, mahagramani and others. Here old Vedic gods,
popular deities and spirits are all mentioned together in a remarkably
eclectic spirit. The reference to natyakumaris and mahdgramanis is
intriguing because they are not mentioned elsewhere.115> Mahagramanis
might be the equivalent of gramadevatas. After the initial obeisance
in a comprehensive manner worship proceeded in the early morning
invoking the gods, and by utilizing the following substances—red
bangles made of thread, red sandalwood, red flowers, red fruits, bar-
ley, uncrushed or parched rice grains, the powder of nagapuspa and
unhusked priyangu. With these substances the places for the gods
were to be drawn in a mandala on the stage itself.126 Brahma was
to be placed in the centre. To his east were to be placed Siva, Nara-
yana, Skanda, Strya, Advins, Moon, Sarasvati, Laksmi, Sraddha and
Medha. To the south-cast were to be Fire and Svaha, Vivedevah,
gandharvas, Rudras and nagas, to the south Yama, Mitra, pitrs, pia-
cas, Nagas and guhyakas, to the south-west riksasas and bhitas, to
the west ocean and Varuna, to the north-west the seven Vayus along-
with Garuda and the birds, to the north Kuvera, the natyamatrs, yak-
sas and the guhyakas, to the north-east the ganedvaras like Nandi
etc. From this description it emerges that the mandala for worship
was to be in the form of a lotus with nine petals (navapadmaman-
dala) 127 The actual placement or invocation was to be by meditation,
Then suitable offerings of flowers, food and drink were to be made to
them.128 The gods were to be offered white garlands and sandal
paste, the gandharvas, Fire and the Sun were to be offered red gar-
lands and paste. Brahma was to be offered madhuparka or the honey
mixture, Sarasvati milk pudding (payasa), Siva, Vignu, Mahendra etc.,
modakas; Fire, Sun and Moon rice cooked in ghee (clarified butter),
Viévedevah with the gandharvas rice cooked with guda, the sages
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honey, milk and rice, Yama and Mitra apiipas and modakas, pitrs and
pisacas milk and ghee, fried food, meat, fermented and unfermented
drinks and bhiitasanghas canakas. The danavas were to be offered
meat and liquor, the other gods rice with condiments, Varuna fish and
pistabhaksya, Vayu diverse bhaksya, natya-matrs and Kuvera apipa,
parched rice and bhaksya.

_ After this the different gods were to be addressed by different mant-
ras or versified formulae and offerings made to them. For example, for
Brahma the verse to be uttered is Devadeva Mahabhaga Sarvaloka-
pitamahalmantraputam imari sarvai pratigrhnisva me balim|/**® Siva
was to be addressed as Devadeva Mahadeva Ganela Tripurantaka. 130
Visnu as Narayanamitagate Padmanabhasurottama 13! Sarasvati is to be
addressed as Haripriya. In several of these formulae the offering is
said to be prompted by devotion or bhakti— Bhaktya mayoedyato deva
balih sampratigrhyatam 132 After this, a pot filled with water and
decorated with flower garlands with a piece of gold was to be placed
in the centre of the stage.133 The jarjara was to be worshipped for
the destruction of obstructions, The king and the dancers were to be
illuminated by lights and sprinkled with water purified by mantras
and benediction expressed for them and for the theatre 134

It would be clear from this that religion for the NS means largely
popular ritual and myth, to which it added its own quota of ritual
and mythic representations. It did not regard tranquillity ($ama) or
devotion (bhakti) as capable of being treated as rasas. The drama
consequently remained essentially secular. All religious elements in
it are treated as elements only in entertainment. However, while
popular religion is only an entertaining spectacle, in the NS it does
have a more serious and philosophical vision which may be said to
reflect the prevailing philosophy of life of its time. The basic principle
which is held to govern the vicissitudes of one’s life is that of kar-
man 13 A man’s fortunes depend ultimately on the moral quality of
his deeds and it is this underlying law which the dramatic production
seeks to bring out. A strict causal process governs human actors and
experiences.136 It is based on character and circumstances. The
former represents the man himself as he has made himself by his own
past actions. Circumstances do not remain the same and show surpris-
ing ups and downs. It is the mark of a heroic character to face them
undeterred when they are adverse. A spirit of idealism pervades the
~N§ in its conception of heroes and heroines. The villains are ultima-
tely not allowed to succeed.

Philosophically, the point of view is one of reconciliation with the
cosmos and society and is in sharp contrast with that of ancient
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Greece or some modern western drama. Greek or Elizabethan tra-
gedy depicts a cosmos which is blind or hostile to human fate.137
Noble characters prove to have devastating infirmities, circumstances
make for the inexorable destruction of human personality; a sense of
waste and pity pervades the whole. Similarly the old Attic Comedy
is primarily satirical and exposes social evil pitilessly.138 The spirit
of the NS, however, is different. The cosmos is accepted as torn by
the strife between Light and Darkness, which is paralleled by the
struggle of Right and Wrong in human society. However, it is man’s
duty to side with the Light and Right and there is no reason for him
to be pessimistic. Ultimate victory is bound to be with Truth.
Drama should not make out particular episodes of failure and sorrow
as ultimate. Similarly, although social evil may be satirized and made
fun of, it should not make the social order itself appear ridiculous
and thus erode established social values,139

A most important aspect of the NS is the classic tableau which it
has created of social values and ideals in the form of recognised dra-
matic sentiments, characters and themes. This constitutes a lasting
and influential formulation of social attitudes and sentiments for
Indian literature and cultured society. Of the four Purugarthas the
first three, generally called the Trivarga, are accepted in the NS as
the basis of human adversity relevant to the production and enjoy-
ment of its spectacle. The vira, raudra and $rigara have been con-
nected with dharma, artha and kama respectively.140 There is no
mention of moksa or of the fanta rasa with which it could be connec-
ted. Similarly bhakti has not yet been recognised as a major or
significant sentiment. Indeed the two principal values and sentiments
recognised are heroism and romance. Heroism had been connected
with strife, fighting, bravery and prowess but came to be connected
more with the inner qualities of enthusiasm and nobility in character, 141
Determination of the objective without confusion or passion, right
policy, power, capacity, image and influence were recognised as its
distinctive expression.!2 It was associated with tbe feelings of cons-
tancy, self-esteem, excitement, force, indignation ete. Abhinavagupta
explains that it is the rational determination of the object of enthu-
siasm and energy which distinguishes heroism from all other kinds of
natural enthusiasm.143 Heroism belonged to the fearlessly, righteous
person. Although the king was expected to excmplify it ideally, even
the high officials and traders were accepted as fit subjects of heroic
conduct although it was not conceived in terms of war and fighting.
They were expected to be dhira, endowed with nobility and fortitude,
Later theory conceived the vira in a wide variety of situations other



Aspects of Social Life : Structure, Institutions and Values 101
than those of war and politics also. 144

Unlike martial heroism, love and romance were conceived as uni-
versally available values. Characters of all the the three grades, high,
middle and low, pursued the third Purusartha.'4®  All mental states
ultimately arise from kama in the sense of desire (iccha). This desire
could be for dharma, artha or moksa, but kama proper is the mutual
desire among the sexes.6  This sexual love is seen universally and is
the cause of happiness and unhappiness. It is indeed welcomed as
pleasure even when it leads to trouble : “Sarvasyaiya tu lokasya
sukhadulzkhanibarl:aqza[z/Bhﬁyr;;ham drsyate kamah sa sukham vyasanes-
vapil/”147 Tt is this love between the sexes when expressed in appro-
priate emotionally sensitive behaviour and pertaining to superior
characters that is called §rigara or the romantic sentiment.—Yah stri-
purmsasamyogo ratisambhogakarakah|Sa Syigara iti Jjiieyah upacarakrtah-
Subhah/[**® Abhinava explains “upacdro nyonya-hrdayagrahanocitair
vyaparaih paripirnah. Iha cottamaprakrtir yadi bhavati tadrasadhyayok-
tadrsa Srigara ityucyate.”™*® In the chapter on rasa, it is explained
that éragdra arises from the basic feeling, sthayibhava, of rati which
is love between high-minded youthful persons of opposite sexes
( uttama-yuvaprakrtih) 130 Abhinava comments that youthfulness refers
to the consciousness, not the body.151 The essence of Srigara is the
consciousness of union—aviyuktasamvitpranastu $ragarah.15?

Ten stages of love were recognised.13 The first is desire (abhilasa),
the second thinking of the object of love ( cintana), the third remem-
brance (anusmyti), the fourth reciting the praises of the object of love
(gunakirtana), the fifth anxiety and distress (udvega), the sixth lamen-
tation (vilapa), the seventh intoxication (unmada), the eighth illness
(vyadhi), the ninth dullness (jadata) and the tenth death (marana).

Again, eight types of heroines have been described134—waiting for
the lover, pining in separation, in full command of the lover, estranged
by a guarrel, wronged by the infidelity of the lover, neglected after an
appointment, one whose lover has gone abroad, one who goes to meet
the lover on a rendezvous.

From this brief account of what may be called the ‘phenomeno- :
logy’ of love, it would be clear that the conception of love is idealistic
in the sense that it places high value on fidelity and constancy in love
but it is naturalistic and humanistic in the sense that 1t accepts the
natural relation of the sexes as an eminently good thing. It is untinged
by any trace of the ascetic disparagement of women, love or enjoy-
ment. At the same time it recognises the vast variety and gradation
of love in which numerous types of heroes and heroines participate in
various stages and levels. The psychological nature of love is empha-
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sized more than the merely physical one. Above all, social proprieties
and institutions are given due respect. There is no attempt to appre-
ciate or recognise love out of wedlock. On the other hand, high praise
is bestowed on the good wife. She is loved because she is devoted to
gods and friends, affectionate towards relations and kinsmen and fond
of liberality.135 Nevertheless, the focus of romantic sentiment rests
on youthful love. The very constitution (sattva) of the superior
maiden love manifests itself in multifarious graces and procedures,
beauty and charm.156 These in turn produce admiration, fascination,
yearning, striving, union, separation, and all the diverse stages of
romantic experience in a variety of relationship and stages. This
course of love is not merely an ideal psychological history but also a
pattern which may be legitimately and properly followed.

But romance was not connected only with heroic enterprize, risky
conflicts and dangerous complications of suffering intoxication and
even death. It was also visualized in the context of playfulness, wit
and humour. The NS closely associates §rigara and hasya.'” This
association could function at various levels of sophistication. The
various lasyangas and vithyangas illustrate the diverse types of situa-
tions which could develop. The angas like trimiidhaka and Dvimiad-
haka, for example, not only show amusing but ironical situations.

Heroism emphasized nobility, bravery and duty. Romance empha-
sized enjoyment, amusement, wit and humour. These were accepted by
the NS without reservation as constituting the prime patterns of social
behaviour which it could represent and idealize. Undiluted pity, fear
and laughter as occur in pure tragedies or comedies were, however,
regarded as essentially of minor significance for the cultured and
mature populace.!®® This represents a strikingly distinctive value
attitude differentiating it from Greek theatre and social outlook.
Abhinava clearly distinguishes popular entertainment (rafijaka rasa)
from aesthetic enjoyment. It is true, of course, that in the absence of
the survival of definitely pre-Bharatan drama, it is difficult to judge
how far Abhinava’s opinion reflects earlier opinion. Nevertheless,
the fact that Bharata makes the Nataka and the Prakarana central and
lets Anka and Prahasana remain only one-act plays does suggest that
the latter group was regarded by him as essentially marginal. The
later history of drama in any case bears out that the opinion of Abhi-
navagupta did reflect the critical outlook which came to prevail.

Apart from the government, the family and the diverse professions
specializing in arts and crafts and basic economic activities like farm-
ing, animal husbandry and trade, education was, as befits a cultured
society, a highly organized and valued institution. It rested not on
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the impersonal provision of discretionary facilities by the state or
private patrons but on the personal context of the teacher and the
taught regulated by age-old norms. This system obtained not only for
Vedic study and other literature but also for the diverse practical arts
and crafts 159 The teacher was to be addressed in a respectful man-
ner even by the king. For the teacher of drama six qualities have
been mentioned viz. knowledge of singing, dancing and instrumental
music, the knowledge of rhythm and steps, and the ability to train the
student. If the teacher was expected to have six qualities, the stu-
dent was required to have the following nine qualities viz. #hapoha,
mati, smrti, medha, raga, sangharsa and uts@ha. 160 Tha meant the abi-
lity to think out what had not been explicitly said, while apoha meant
the ability to work out the implications of what had been said.“l\'
Mati is talent , smrti memory, madhd retention, raga or guna-slagha-
raga the love of excellence and celebrity from which arises compe-
titive keenness, and utsdha enthusiasm and energy. Of the branches
of literary study we hear of the Vedas, grammar and phonetics, pro-
sody and poetry. The study of Anviksiki may be presumed from the
reference to the Pramanas 1822 Adhyatmavidya is implicitly referred
t0.162b  These were, it may be recalled, the two ancient divisions of
philosophical study.1®3 Gandharvaveda is referred to in the musical
chapters. The chapters on arms-training apparently imply the Dha-
nurveda. Practical arts are called $ilpa and kald while theoretical
disciplines are calld vidyd and jiana. Arthasastra and Nitiastra are
directly mentioned while Dharmagastra and Kamagdastra are implied.

Briefly, then, society or loka is conceived as a moral order at once
human and cosmic in which nature or svabhava is regulated by reveal-
ed and immemorial ideal norms. Men are ranked as high, middling
and low on the basis of character, caste, social position and profes-
sion. The superior person is held to set a standard for the rest. A
secular and humanistic qutlook pervades social life althcugh a pictur-
esque religion of diverse gods, rituals and superstitions serves as a
background. “Asceticism and devotionalism play only an extremely
limited part. Activity motivated by duty, gain and romantic desire
is held to be the stuff of social life. While tradition is respected, in-
novation is valued. Adventure is at a premium. Kings, priests,
ministers and traders are the most prominent classes. There is a vast
and complex palace life. Slaves are known, but slavery is a minor
feature. Nor is there any evidence of feudal hierarchy. Trade and
urban life are prominent. Numerous skilled professions can be seen
flourishing.

It can also be seen from the emergence of a new style of music and
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the new emphasis now placed in some forms of drama that a parcep-
tible change is gradually coming over society, which would be perfect-
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in the classical Gupta age.

Footnotes

G.M. Trevelyan, Illustrated English Social History, Pelican, 1960,
Vol. I, p. 12.

Ibid., p. 13.

NS, chap. I. . In NS§ IV. 10 the substance of ndfya is thus summa-
rized—

Rasa bhava hyabhinaya dharmi vrttipravrttayah/

Siddhih svarastathatodyam ganam rangas’ ca sangrahah//

The element of representation is part of abhinaya and lokadharmi.
But rasa is described as the sine qua non of the entire dramatic
enterprise—Na hi rasadyte kascid arthak pravartate.—NS$ Vol. 1,
p. 272.

NS, 13. 70-86.

Ibid., 13. 71-72. Abhinava explains— Yada kavir yatha-vritavastu-
matram varnavati nata$ca prayunkte na tu svabuddhikrtam rafijana-
vaicitryam tada tavan sa kavyabhagah prayogabhagasca lokadharma-
érayah tatra dharmi. (AB, 11, p. 215). Lokadharmi follows the
facts as given and does not introduce innovative and entertaining
variations., Drama and poetry may indeed follow eiher social
reality or imagination—Kavyanatyayorhi lokanusaritvam va vaicitr-
yayogitvam va dharmah. (Ibid., Lec.).

‘Varta’ usually has two meanings viz, livelihood and news or social
currency. Cf. Amarakosa, 1. 6.7;2.9. 1;3.3. 75. (varta vrttau
jana$rutau). Here as Abhinava says—lokavarta lokaprasiddhih.
—AB, 11, p. 214).

In the language of Yoga, karman, vipaka and asaya are specific.
This is the implication of the doctrine of svadharma. Cf. the
remarks of fisherman in Sakuntala, in the Vigkambhaka between
the 5th and 6th Acts.

Cf. Manusmrti, 2.2-5; Kulliika on Ibid., 2.5— Natreccha nisidhyate
kintu $astrokta-karmasu samyag vritir vidhiyate.

According to the BG social relations are based on nature and func-
tions— Caturvarnyam maya srstam gunakarmavibhagaSah.

The Purdnas recognise the distinctive feature of India to be Catur-
varnya. Cf. Vayu 45. 82-86; Matsya, 114. 5-7; Markandeya, 56.
1-2. That is why Bhiarata is said to be karmabhiimi— NS, 18.100.
The timelessness is with respect to ordinary empirical history. The
cosmic history of the yugas does transform human nature and
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dharma.—NS, 1.8.
Cf. F.W. Maitland (tr.), Gierke’s Political Theories of the Middle
Age, pp. 7-8.
Cf. AB, Vol. II, p. 213 — Yadyapi laukikadharmavyatirekena natye
na ka$ciddharmosti tathapi sa yatra lokagataprakriyakramo raiijana-
dhikyapradhanyaim adhirohayitun kavinotavyapare vaicitryam svik-
urvan natyadharmityucyate. Although there is nothing in drama
which lies outside social reality, nevertheless imaginative variations
introduced for the purpose of entertainment constitute natyadharmi.
Ativakyakriyopetamatisattvatibhavakam|
lilangaharabhinayam natyalaksana-laksitam{/
Svaralank arasamyuk tamasvastha-purusasrayam|
yadidrsam bhavennatyar natydharmi tu sa smrta|

—NS, 13. 73-74.
Abhinava explains ativakyakriya to mean an incident invented by
the dramatist. Atisattvatibhavakam is explained to refer to extra-
ordinary modes of action and speech.
Sailayanavimanani carmavarmayudhadhvajah/
Miirtimantah prayujyante natydharmi tu sa smrtal/

—Ihid.13:77:

NS, 21. 203 : Svabhavo lokadharmi tu vibhavo natyam eva hi.
The vibhavas are regarded as alaukika.
Brahmanical works on law used only the criteria of varna and jati,
but Buddhist works refer to varna, jati and Silpa; see G.C. Pande,
Foundations of Indian Culture, Vol. 11. The introduction of prakrti
as a major criterion is peculiar to the NS but corresponds to the
use of ‘high’ and ‘low’ in common usage with reference to quality
of character.
The Paficatantra gives expression to the social recognition of
wealth—The superiority of the Ksatriyvas was upheld by the Bud-
dhists and even the BG exalts the king over other men,
NS§, 24. 1.
Jitendriya-jiianavati nanasilpavicaksanal
Daksinadhamahalaksya bhitanam parisantvani/|
Nanasastrarthasampanna gambhiryaudaryasalini/
Sthairvatyagagunopeta jieya prakrtiruttamal/

—Ibid., 24. 2-3.
Lokopacara-catura Silpasastra-visaradal
Vijaana-madhyryayutd madhyama prakrtih smrtal|

—1Ibid., 24. 4.
Ritksavico’tha duhsilah kusattvah sthila-buddhayalf
Krodhana ghataka$caiva mitraghaschidra-maninah/|
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pisunastiaddhatair vakyair akrtajiastathalasah|

manyamanya-visesajiah strilolak kalahapriyah/|

Sicakah papakarmanah paradaravyapaharinah/

ebhir dosaistu sampanna bhavantihadhama narahf(
—Ibid., 24. 5-7.

24 NS, 24. 15 : vidhanam $ilasamasrayam. Ibid., 24.8 : Evam tu Silato
nrnam prakrtistrividha smrta.

25 Mrdubhava cacapala smitbhasinyanisthural
gurindm vacane dakga salajja vinayanvita//

Riipabhijana-madhuryair gunaih svabhavikair yuta/
gambhiryadhairya-sampanna vijiieya pramadottamal|
—Ibid., 24. 9-10.

26 Natyukrstair anikhilair ebih evanvita gunaih|
alpadosanuviddha ca madhyama prakrtih smrtal|
Adhama prakgtir va tu purugananm prakirtita/

Vijiieya saiva narinam adhamanam samasatah//
—1Ibid., 24. 11-12.

27 Ibid., 24. 17.

28 Ibid., 24. 18-19.

29 This is the interpretation which Abhinava puts on these statements
of Bharata. See AB, Vol. 11, p. 414.

30 NS, 8. 48—Vipravaniksacivandm purohitamatyasarthavahanam|

31 Devanamasuranam rajiam atha kutumbinam/

Brahmaysinam ca vijfieyam natyam vrttantadar$akam|
—1Ibid., 1. 118.

32 References to them are scattered. Eg. NS, 24. 13-14; Ibid., 12.
1271f.

33 NS, 19. 82; Ibid., 1. 86.

34 R.C. Hazra has traced the Vidisaka to the Vedic age. See his
‘The Professional Jester in the Vedic Age’, IHQ, 1962.

35 Cf. Pargiter, Dynasties of the Kali Age.

36 Cf. Shastri, The Age of the Nandas and Mauryas; R.K. Mookerji,
Chandragupta Maurya and His Times.

37 Manusmrti, Chap. X on Varnasankaras and Vratyas.

38 Cf. N§, 12. 150; Sakara appears to be derived from Saka, Astadh-
yayi, 4. 1. 130. 1t has been used in its derivation in the Kasika;
of. AB, Vol. I, pp. 161-62 : Sakarabahula yasya bhasa sa Sakarah.
Sakaropalaksita-Sakadijanapadavasityanye. Hinasya uttamapade’-
bhiropitah Sakara ityanye.

39 Cf. Fick, Social Organisation in North-Eastern India in the Time of
Buddha, p. 252; G.C. Pande, op. cit., Vol. II, p. 213.

40 E.g. Vinaya quoted by G.C. Pande, op. cit., Vol. II, p. 242, D.C.
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Sircar, Select Inscriptions, Vol. 1.
Cf. Arthasastra, 1. 3. 7. Vaisyasyadhyayanain yajanamn danam krsi-
pasupalye vanijya ca; Manusmrti, 1. 90; 10, 79. It may be noted
that Manu has added money-lending.
Cf. NS, 12. 110-11; Kamasatra, 1.4.32 : bhuktavibhavastu............
gunavan vitah. Cf. ibid., 1.5 for vita and vidisaka as nagarakas.
NS, 2. 49-50, 52.
Ibid., 2. 46-55; 21. 113.
Ibid., 37. 38-40.
Manusmrti, Chap. X.
NS, 21. 108-09.
Ibid., 21. 110.
Ibid., 1. 118.
Ibid., 19. 148.
Ibid., 24. 14.
AB, 111, p. 259 : yuvardjo’tra rajasabdenoktah.
NS, 24. 76-79. The rdja is described as arthasastravit, nitifastrar-
thakusalah and dharmajiiah.
AB, Vol. 111, p. 260 : anuragavan iti prajasu prajasvayatnanuralktah
anurdgo hi sarvagunyam iti Kautalyah.
Kulina buddhisampannd nanasastravipascitah/
Snigdhah parairahdryasca na pramattasca desajahf/
Alubdhasca vinitasca Sucayo dharmikastathal
— NS, 24. 80-81.
It may be noted that the primary emphasis here is on high birth,
loyalty, integrity and the knowledge of the $astras.
Pararandhra-vidhijiasca yatrakalavisesavit/
Arthasastrarthakusalo hyanuraktah kulodbhavah(/
—Ibid., 24. 82-83.
Madhyastha dharmika dhirah karyakaryavivekinah/
Snigdhah $anta vinitasca madhyastha nipundastathal
Nayajiia vinayajiiasca hapohavicaksanah//
—Ibid., 24. 84-87.
Abhinava says, Pradvivaka it prechati vivadapade nirnayamiti......
prajanam matsyanydyasca vivadanirnayena raksyate. Tatra ca prad-
vivaka eva pradhinam. Tathd ca pradvivako rajasthaniya iti loke
prasiddham.
—AB, 111, pp. 261-62.
Pradvivaka questions and gives decisions in legal disputes. It is
the duty of the king to protect the people from anarchy (matsya-
nyaya). In the performance of this duty, the Pradvivaka plays a
pre-eminent part. Hence he is popularly known as the king’s
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58
59
60
61
62

63
64
65

66
67
68

69
70
71
72
73

74

deputy. Abhinava also explains Naya as Arthasastra and Vinaya
as Dharmasgastra. l.c.

NS, 24. 88-89.

AB, 111, p. 262,

NS, 21. 148. Cf. Arthasastra, 2. 4. 5.

NS, 21. 149,

NS§, 27. 64-67; Ibid., 24. 64 refers to ayuktikd which suggests the
existence of Ayuktakas. Ayukta is used for an officer in the Artha-
fastra—1.15. 10; 13. 2.6-20.

NS, 27. 64-65.

Ibid., 17. 53-57.

Ibid., 21. 214 mentions ayas (iron) and tamrapatta (copper plates),
abhraka (mica) and vaaga (tin or lead).

Ibid., 23. 9-10.

Ibid., 24. 30fT.

Yagodhara in his commentary on the Kamasiitras (1.3.15) lists the
64 kalas. These include singing, dancing, instrumental music,
knowledge of scripts, eloquence, painting, modelling, leaf-cutting,
garland-making, tasting, examination of gems, serving, stage-craft,
instrumentation (upakarana-kriyd), weights and measures, science
of livelihood, veterinary sciences (tiryagyonicikitsitam), hypocritical
or deceitful knowledge of heterodox sects, skill in games, vaicak-
sanya, massage, bodily decoration, vifesakausala and twenty arts
connected with erotic enterprize. The list in the Kamasitras (L.c.) is
similar in many respects. It adds perfumes, jugglery, sleight of
hand, preparation of strange dishés, mixing of drinks, riddles, rea-
ding of books, theatrical and literary arts, textiles, carpentry,
architecture, examination of coins, metallurgy, knowledge of pre-
cious stones, science of the health of trees, fighting of rams, cocks,
etc., training birds to sing, knowledge of dialects, of omens,
mechanics (yantramatrka), metrics and athletics. These lists include
industrial and fine arts along with minor decorative arts, games
and erotic arts. The last ones include the arts of the professional
hetairae catering for their royal and bourgeois patrons.

NS, 23.53-58.

Ibid., 24. 58-59.

Ibid., 24. 59-60.

Ibid., 24. 62ff.

Cf. S.P. Tiwari, Royal Attendants in Ancient Indian Literature, Epi-
graphy and Art, pp. 30ff., 77ff.

Mahadevi tatha devyah svaminyah sthapita apif

Bhoginyak Silpakarinyo natakiyah sanartakahf/
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Anucarikasca vijieyastatha ca paricarikah/
Tatha saficarikascaiva tatha presanakarikah/|
Mahattaryah pratiharyah kumdryah sthavirapi|
Auyktikasca nrpaterayam antahpuro janah/|
—N§, 24. 30-32.
Abhinava adds—Mahadeviprabhrtyavuktikantah saptadasakalh stri-
ganak napwhsaka-vargo’stadasa. (AB, 111, p. 252).

75 NS, 17. 66ff.

76 Ibid., 17. 10— yasmat pajya dvijah smrtah.

77 Deveti nrpatirvacyo bhrtyaik prakrtibhik tathal
Bhatteti sarvabhaumastu nityam parijanena tuf| —1Ibid., 17. 80.

78 Ibid., 17. 91.

79 Ibid., 17. 28-30.

80 Jaribhasasrayam pathyain dvividham samudahrtam||
Prakrtam Samskrtam caiva caturvarnyasamasrayanm|

—Ibid., 17. 31-32,

81 Daridryadhyayanabhavayadrechadibhireva cal
Aisaryena pramattanam daridryena plutatmanam|
Anadhitottamanam ca Samskrtam na prayojayet

--Ibid., 17. 34-35.

82 Ibid., 17. 39. Silpakaryastathaiva ca.

83 Ibid., 17. 49-50.

84 Ibid., 21. 113.

85 Ibid., 21.115-20.

86 Ibid., 21. 125-27.

87 Ibid., 21. 129. Suddharaktavicitrani vasamsyardhvambarani ca.

88 Ibid., 21. 134 : kasayakaicukapatah karyastepi yathavidhi.

89 Vesah sangramikascaiva Siiranam samprakirtitah|
Vicitra-sastra-kavaco baddhatiino dhanurdharah/|

—1Ibid., 21. 135.

90 Ibid., 18. 65fT.

91 Muditajanapadakula sphitasasyakara bhiitadhatri bhavantam samabh-
yarcati dvirada-karavilupta-hintala-tativanastvam namasyanti vindh-
yadayah parvatah|/Sphutitakalasa-sukti-nirgirna-mulkta phalairirmiha-
stairnamasyanti vak sagarah mudita-jalacarakulah samprakirnama-
lah kirtayantiva kirtim mahanimnagah/|

—1Ibid., 15. 154.

92 Ibid., 22. 203.

93 BG.,; 3. 2L,

94 NS, 12.27.

95 Ibid., 12. 28.

96 Ibid., 13. 55. Cf. Arthatastra 1.15 which speaks of the mantripari-
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sad and of the importance of desakalavibhaga. Arthayukti is also
spoken of (Ibid., 7. 18. 35; 8. 1. 59).

97 D.C. Sircar, op. cit.

98 Diptarasakavyayonirnanabhavopasampannah|
yuddhaniyuddhadharsana-sampheta-krtafca kartavyah/|

—NS. 18. 85-86
So in Vyayoga, but without divine heroes— Ibid., 18, 92-93. Tha-
mrga has divyastrikaranopagatayuddhal (Ibid., 18. T8). Samavakdra
has three vidravas and three kapatas (Ibid., 18. 63). The first celes-
tial drama was a representation of the victory of the gods over the
asuras and it was samphelavidravakrtacchedyabhedyahavatmika
(Ibid., 1. 58).

99 Thus kapata was an integral part of samavakdara but in the Nataka,
the hero was to be wdatta (noble or sublime) (NS, 18. 10) and of a
family of saintly kings (rajarsivarmsa). Cf. AB. Vol. 11, p. 412.

100 NS, 24. 62. Bhandagaresvadhikriasca yudhadhikrtastatha.

101 Ibid., 12. 89-90, 107-108; Ibid., 21. 206.

102 Ibid., 21. 165-70; Ibid., 9. 58-60; Ibid., 15. 123-24.

103a Amarakosa 2.8.93 has sarvala tomaro’ striyam. Monier Williams
regards fomara as a kind of lance or javelin.

103b Cf. G.N. Pant, Indian Archery.

104 Vividhaturanganagaratha-yodhasaimkulamalam balam samuditam Sara-
$ata$aktikuntaparighasivastivitatam  bahupraharanam(ripuSatamul-
tasastraravabhitasankitabhatan  bhayakuladiSam  krtamabhiviksya
samyugamukhe samarpitagunan tvayasvalalitam//

—N§, 15. 139,

105 Ibid., 10. 5.

106 Ibid., 10. 51.

107 Ibid., 10. 97fF.

108 Ibid., Chap. 11.

109 Ibid., 20. 14, 18-19.

110 Ibid., 21. 9.

111a NS, 22. 154 seems to refer to the Narasimha incarnation of Vignu,
although it does not use the word avatara.

111b Thus the rangapijana in Chap. 111 is traditionally ritualistic, but
the worship in the Piirvaranga is through, music, dance and flowers.

112 NS, 12. 84-86. Here the superior (uttama) ascetics are distinguished
from the others who are vibhranta such as Pasupatas. The two
words used generally are lingin and pasandin. Ibid., 2. 37, 38 :
Utsaryani tvanigtani pasandyasraminastatha/|
Kasayavasana$caiva vikalaScaiva ye narah/

It may be recalled that Agoka uses pdsanda as a word for ‘sect’
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of which the Greek translation was ‘diatribe’ (Romila Thapar,
Asoka and the Decline of the Mauryas).

113 NS, 1. 54. Ayam dhvajamahah Srimanmahendrasya pravartate//
Ibid., 1. 56 *mahendravijayotsave’.

114 Ibid., Chap. 20.

115 Ibid., Chap. 4.

116 Ibid., 4. 17-18.

117 Ibid., 4. 250.

118 Ibid., 4. 252-59.

119 Cf. Ya kacid devatetyucyate tasvah pascan nrttena paritosanam kar-
yam. Tan madhye ca tadiydyudhavahanakarmabhavadyanukari anga-
prayogo vidheyah. (AB, 1, p. 168). Dhvajabhiitak prayoktavyah
pindibandhah sucihnitah/ (NS, 4. 259).

120 Ibid., 1. 59-61.

121 Ibid., 1. 61. Sravyatvam preksaniyasya dadau devi Sarasvati.

122 Ibid., 1, 83-98.

123 E.g., Silparatnam, Vol. 1, pp. 26-31.

124 Nayakat raksatindrastu nayikam ca Sarasvati/
Vidisakamathaumkarah Sesastu prakrtirharah/|

—NS&, 1. 97.

125 Ibid., 3. 4-9.

126 Ibid., 4. 19-20.

127 AB, 1, p. 75. Navapadmamandalan ityuktam bhavati.

128 NS, 4. 35-45.

129 Ibid., 4. 47.

130 Ibid., 4. 48.

131 Ibid., 4. 49.

132 Ibid., 4. 56-57, 59.

133 Ibid., 4. 72.

134 Ibid., 4. 83-85.

135 This follows from the natya being the representation of the world
and at the same time of karma and the states of being (karmabha-
vanvayapeksi natyavedo maya krtah—NS, 1. 106).

136 Cf. NS, 19. 7.

137 Aristotle, Poetics; Bradley, Shakespearean Tragedy.

138 Aristophanes illustrates this.

139 It is for their ridiculing of society in general and the sages in
particular that the Bharatas were condemned to be Siidras. NS,
37. 32-40.

140 AB, Vol. I, pp. 333, 341; Jbid., 11, p. 451.

141 NS, Vol. 1, p. 324. Atha virnamottamaprakrtir utsahatmakah.

142 Ibid., l.c. Sa casammohadhyavasaya-nayavinayabalaparakramasakti-
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pratapaprabhavadibhir vibhavairutpadyate. Also Cf. Ibid., 7. 21.

143 AB, Vol. 1, p. 324. Tatra sarvo jana utsahavan eva. Kintvavisaya
ityanupadeSya-caritata...... ucitatvam avasarasya asammohadi-sam-
pattiriti saiva vibhavatvenopadisia.

144 Cf. Sahityadarpana, 3. 234, which speaks of four types of vira, viz.
Danavira, Dharmavira, Yuddhavira and Daydvira.

145 Iha kamasamutpattir nanabhavasamudbhava|
Strindm va purusanam va uttamadhammadhyamal|

—NS, 22. 157.

146 Prayena sarvabhavandm kamannispattirigyate|
Sa cecchagunasampanno bahudha parikalpitah/|
Dharmakamo’rtha-kamasca moksakamastathaiva cal
Stripumsayostu yogo yah sa tu kama iti smytah/| —Ibid., 22. 95-96.

147 Ibid., 22. 97.

148 Ibid., 22. 98.

149 AB, Vol, 111, p. 187.

150 NS, Vol. 1, p. 301.

151 AB, Vol. 1, p. 302. Tatrottamayuvasabdena tatsamviducyate na tu
kayah.

152 Ibid., l.c.

153 Ibid., 22. 158ff. However, Bhattatauta declared Kamavastha na
$rigarak. Kvacid asam tadangata.— AB, Vol. 111, p. 199.

154 Ibid., 22. 100fT.

155 Priyadaivata-mitrasi priyasambandhibandhava/
privadanarata pathya dayite tvam priyasi me// —NS&, 15. 163.

156 NS, 22. 6-11; Ibid., 22. 26-29; Sobha, kanti, dipti and madhurya are
distinguished.

157 Ibid., 6. 39. Sragaraddhi bhaved hasyah.

158 AB, Vol. 11, p. 451 : utsrstikanka-prahasana-bhandastu karuna-hasya-
vismaya-pradhanatvad rafijaka-rasa-pradhanak tata evatra stri-bala-
miirkhadir adhikari.

159 The guilds promoted an apprentice system which is not directly
referred to in the NS.

160 NS, 26. 35-37.

161 Cf. Amarakosa, 1.5.70 : ‘adhyaharastarka @hah...... ;
162a NS, 25. 120 : ‘Loko vedastathadhyatman pramanam trividharm
smrtam.’

162b See supra, fn. 95.

163 Cf. Vatsyayana’s Nyayabhasya : *‘Imas tu catasro vidyah yasam
caturthiyam nydyavidya. Tasyah prthakprasthanah sam$ayadayah
padarthah. Tesam prthag vacanamantarenadhyamavidyamatram iyam
syat yathopanisadah.” (ad. Nyayasatras 1.1.1.).



Chapter 6

Dance and the Language of Gestures

Concept of Dance

Classical Indian dance has two distinct facets—nrtfa and nrtya.

Nrtta is a pure dance in accordance with rhythm and tempo. The
technique of nrita consists of a series of movements culminating in
some characterstic pose or stance or a total impression of a fludity
ending in a cadence of momentary motionlessness. The position of
the body is fixed with reference to a number of horizontal and vertical
axes and the movement of each part of the body is described with
reference to these axes. Unlike western classical ballet, which is pri-
marily occupied with the problem of covering space-continuous mo-
vement in an endless expanse, Indian dance is confined to a limited
location in which movements do not depart from the governing axes.
Indians are not so occupied with th: problem of space as that of time.
The concept of the still point in time—the ultimate in spiritual praxis
—is reflected in all the other arts too, which imparts to them an inner
or meditative quality. In western music, the concept of harmony is,
again, basically that of covering space. In Indian music we have the
limited spatial movement, a sequence of notes revolving round the
tonic. Similarly, in dance the emphasis is on the pose, the stance.
The dancer is constantly preoccupied with capturing the perfect pose
which will convey a sense of timelessness. This perfect pose has an
almost sculptursque quality. The technique of nrita, we thus find, is
integrally connected with sculpture.

Nrtya is dance with mime. It can also be called abhinaya which is
the term popularly used by practising dancers for the mime aspect
of dance—Rjgaya ficuh—yada praptyarthamarthanai tajjftairabhinayah
krtak (NS, B.H.U. ed., 4.266). It involved gesticulations, facial exp-
ressions and acting. The purpose was the enactment of rasa by some
narrative theme or lyrical literary composition.

In chapter four is raised the question. ‘“What is the purpose of
nrita ? What is its nature ?"—Kasmannrttanm krtam hyetatkam svabha-
vamapeksate ? (NS, 4.266). Dance as an independent performing art
is understandable. What is questioned here is its role in drama.

Bharata answers thus—Firstly, to generate splendour and beauty
—kim tu $obhar prajanayediti nrttam pravartitam (ibid., 4.268). Nrtia
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is dear to the people and also regarded as auspicious—-prayena sarva
lokasya nyttamistam svabhavatah| mangalyamiti krtva ca nrttametat-
prakirtitam || (ibid , 4.269). Dance is often used in all festive and
cultural occasions, hence used here too— vivahaprasavaviha-pramoda-
bhyudayadisu | Vinodakaranam ceti nrttametatpravartitam |[—(ibid.,
4.270). It releases one of the tensions and worries that afflict the
mind—"“ataScaiva pratiksepadbhiitasamghaih pravartitah | Ye gitakadau
yujyante samyagnrttavibhagakah || (ibid., 4.271). Hence dance is an
integral part of drama. In fact, Abhinava says that nrtta is the very
essence of the prastavana—natvasya prastavandpranasya pratibimba-
kalpar nrttam (AB on NS, 4.268).

Tandava, Lasya and Pindibandha

Three types of dance forms have been described in the NS viz.
‘Tandava, Lasya and Pindibandha.

Tandava is the dance taught to Bharata muni by Tandu at the or-
ders of Lord Siva.l It was to be performed during the parvaranga, i.e.
the preliminaries of the play. Such a pirvaraiga was to be called citra
as contrasted with the fuddha pirvaranga, which was to be performed
without any dance.?

Abhinavagupta describes tandava as wddhata and the sukumara
Ppurvaranga, as one with anuddhata angaharas.® But he does not over-
emphasize this fact, nor does he term the two forms of tdndava and
ldsya as masculine or feminine like the later texts of medieval times.
The NS uses the word tandava as a generic term. From its description
it is clear that tandava did not connote a form of dance that was just
vigorous or performed exclusively by men. In fact, Bharata’s descrip-
tion of the tandava as performed during the pirvaranga definitely has
women dancing in it.* Tandava was performed during the piirvaranga,
to be staged alongwith the devastuti that was sung® and was based on
the vardhamanaka®—a complicated beat-structure of gandharva music.
Quoting an authority Abhinava states that recita angaharas were greatly
used in tandava.”

Lasya was the sukumara or gentle form of dance dominated by
$rigara rasa. It was comprised of lalita karanas and angahdras which
were graceful and beautiful such as talapuspaputa etc. In chapter 31,
Bharata describes the Jaksanas i.e. characteristics and prayoga or use
of lasya (NS. G.0O.S. ed., 31.330). Ten elements of ldsya are described.

Geyapada® —After the curtain has been drawn, the drums are pla-
yed and tuned, so also the vind. The geyapada comprises mainly a
song in the form of a dialogue between a male and a female. The
song is actually a form of mangala and comprises primarily parames-
vara $yagéra.
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Sthitapathya®—Abhinava says that this corresponds to the Nandi,
and in this singing is to be combined with acting and dance.

Asinapathyal®—In this a verse of four padas or a catuspada was to
be sung.

Puspagandikal— Abhinava says that puspagandika is so called be-
cause it is like the threading of a garland. A line is sung and is illus-
trated by dancing and enacting which are thus threaded into it. The
song has 4 padas. Puspagandika is, however, concluded with vigorous
cdri and angahdra.

Pracchedaka'®—This has three angas. The first is called prakridita.
In this, a song is sung in which a woman, seeing the image of the be-
loved in moonlight, wine, water or mirror, expresses her joy and dan-
ces. Abhinava says that praccheda really means pratibimba or image.
The idea is that the lover is standing beside the beloved, seeking to
know her mind. The nayika sees the reflection and describes the
effects of love. Its first part is prasada or the abandoning of pride,
mana-bhanga. The second anga is tofaka. Abhinava says it has a deep
import. The third anga is nardcaka. This is based on kaisiki jati.

Trimiidha'3—Abhinava quotes his teacher to explain the name.
'Here, three feelings are conjoined—irgya or jealousy, pranaya-bhanga
or disregard of love, and Jlajja or bashfulness. It consists of soft words
and gandhari jati. Elaborate angaharas are not to be used. ]

Saindhavaka'®*—This is in the Saindhavi language. Abhinava ex-
plains that it is devoid of all softness. It is popularly known as spec-
tacles (preksaniya) designated dombika, bijaka prasthana etc. (It seems
that this was a sort of an upariipaka enacted out in the local Sindhi
dialect). Abhinava says that here there is not the slightest pathya or
recitation (this perhaps must be only song and dance).

Dvimiidhal>—Abhinava says that the hero and heroine both are
confused here. It is similar to trimiidha except that it is more brief..

Uttamottamaka'®—In the beginning there is a narkuta verse, then a
dvipada (a dhruva song with two padas) which has a tala of 24 kalas.

Uktapratyukta® — Here there is much dialogue expressing anger
and conciliation.

Classical Indian dance has hltherto generally been discussed un-
der the two aspects of tandaval® and lasyal® However, there is a
distinct third form viz. pindibandha mentloned in the Natyas‘astra of
sage Bharata.

The origin of the pindibandha dance form has been described
thus in the Natyasastra : While Lord Siva and his consort Parvati
were dancing, the formation of pindis was observed by the troupes
of Siva viz. Nandi, Bhadramukha etc. and they created the pindiban-
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dhas with their distinct characteristics.20 Abhinavagupta, the fore-
most commentator of the Natyasastra, explains pindibandha as being
created by the simultaneous combination of aswukumara (vigorous)
and sukumara (gentle) i.e., tandava and lasya nritas (dances) respecti-
vely.21

The term pindibandha is explained in the text as pindinam bandha
i.e. formation of pindis. The fundamental question, therefore, is, what
are these pindis ? Pindis are said to represent well-marked emblems
(weapons, vehicles, flags elc.) of the various gods.?? Bharata clearly
says that the pindis are named either after the gods themselves or
their emblems. He has enumerated the pindis of the different gods.?3

Abhinavagupta states that pindibandha is a complex formation
using three elements viz. adhara, ainga and prayoga.2* The term ddhara
would mean basis, i.c. the basis of representation itself. This repre-
sentation of the emblems of the different deities was apparently done
within a framework of cosmic symbolism. Thus, it was limited not
only to the emblems, but perhaps also accomponied with the repre-
sentation of cosmic dimensions of space and time. The emblems ser-
ved to symbolise the deities, and cosmic space and time imparted a
befitting context to them.2? The latter are therefore known as adhara
or basic constituent and are ten in number. These are as follows—
The seven worlds, and time with its three divisions of past, present
and future, The medium of representation consists of the seven limbs
or angas which are enumerated thus—two hands, two feet, two eyes
and the head. Prayoga or rendering is the third constituent and is of
four types. It could be executed by one or many dances, either uni-
formly or in a diversity of ways.26

Now, coming to the point of the rendering itself, the question that
arises is, how were these pindis to be actually exhibited in dance ?
This is answered by Abhinavagupta. Bach god had his pindi which
was to be formed by making the body take the shape of that karana®?
or aigahara,8 that was able, by its name or form to symbolise (by
representing the emblem or cosmic symbolism) the deity concerned.??
For example, the pindi of Lord Visnu is Tarksya i.e., Garuda. Hence
this is to be shown by forming the garuda plutaka karana. The pindi
of Jahnavi or Ganga is dhdrd, so that is to be displayed by the ganga-
vatarana karana. The sarpa or snake pindi is indicated by the ndga-
sarpita karana. Showing the body like a trident symbolises the pindi
of Siva. Similarly Sikhipindi is said to be indicated by mayiralalita
karana. Karanas like Visnukrantda, cakramandala etc. indicate the
pindis of Vignu. The NiSumbhita karana is said to please Siva and the
talapuspaputa karana is for appeasing Parvati,?¢
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Four styles of rendering the pindibandha dance have been described
in the Natya$astra, viz, Pindi Srikhalika, Latabandha and Bhedyaka.!
Bharata says that from the term pindi is derived pindibandha, Sri
khala betokens a gulma or cluster, the latabandha suggests a net or
jala formation and bhedyaka is with dance.?2 Kapila Vatsyayana has
connected the gulma with the pindi. Since gulma means a cluster, she
has taken the first to denote a collective dance where a closed cluster
would be made by the dancers.33 But a close perusal of the verse in
the N§ makes it apparent that gulma is connected not with the pindi
style, but with §rakhald. Abhinavagupta’s commentary, too, makes
it clear that from pindi is derived pindibandha and gulma or cluster
is connected with §rikhala. He also says that the Pindi, Srakhalika,
Latabandha and Bhedyaka were executed by one, two, three, and
four dances respectively.3* Then, again, it may be argued that during
the piirvaranga or the staging of the preliminaries of a play, the pindi
style was danced with the kanistha asarita, and we also know that
only one dancer performed this first s@rita.3> How would a cluster
formation be possible with one single dancer 736

According to M.M. Ghosa3”? and Kapila Vatsyayana®® the $ri-
khala was a chain formation. This can be readily accepted. It makes
it easy to understand how the §rikhala would denote a gu/ma. Clus-
ter-dancers holding hands (a chain formation) perhaps form a circle,
and such concentric circles give the appearance of a closed cluster.
Latabandha is the form where the dancers put their arms around each
other.2? Bharata says that it had a jala or net formation. Perhaps
the dancers, with arms round each other stood in horizontal rows
bisected by vertical rows giving the impression of a net. Bhedyaka is
the form where group formation is broken up and dancers perform
individual movements. %0

Abhinavagupta has described sajatiya or homogeneous and vijatiya
or heterogeneous dancing of pindibandha. Of the four modes of ren-
dering (prayoga) the first two, executed by one or many dancers, are
clear. The latter two, sama (uniform) and visama (multiform) modes,
can be connected with the sajdtiya and vijatiya pindibandhas. Where
the different dancers display generically connected pindis (for exam-
ple where they show different pindis of the same deity) that would be
sajatiya pindibandha. Where they exhibit heterogeneous forms of
pindis (pindis relating to different deities) that would be vijatiya pin-
dibandha. This distinction is to be seen in the $rakkald and lataban-
dha styles. 4

In the pirvaraiga of a play the tandava along with the pindibandha
dance forms, was executed.’2 After the placement of the orchestra,
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commence the asaritas® and the upohana** is rendered. Stringed ins-
truments like vina and percussion instruments are played. Assuming
a proper pose (sthana), the first dancer enters, performs the recakas
(i.e., rotatory movement of waist, hands and feet) and offering flowers
to the gods pays obeisance to them. The basic idea is that initially
she is to dance the paryastaka. This has been described as one of the
angaharas. Percussion instruments are to be played while she per-
formed the paryastaka, and the vina was played in a fast tempo. Thus
she danced till the conclusion of the first @sarita. With the commenc-
ing of the second dsdrita and upohana entered the second dancer. The
first dancer now performs the pindibandha, while the second or the
newcomer, the paryastaka.*> With the commencing of the third asa-
rita and upohana, enters the third dancer dancing the paryastaka,
while the first two now perform the pindibandha. The same procedure
is repeated with the entrance of the fourth dancer during the fourth
asarita, and now three dancers execute the pindibandha. When the
fourth dancer too, has executed the paryastaka then all four perform
the pindibandha and make their final exit from the stage.% Thus,
four dancers enter with the four dsdritas. They enter one by one, per-
form the paryastaka, and on the entrance of the other execute the
pindibandha, and finally all leavel? the stage together.

Three different versions of the performance of pindibandha perfor-
med during the piirvaranga have been taken up viz. that ot Nandikes-
vara described by Kirtidhara and cited by Abhinava®® and the version
given by Kumbha as found in the Bharatako$a.1?

The description given by Abhinava is simple and clear and has al-
ready been discussed. In the tradition of Abhinava, pindibandha was
accompanied by only the four dsaritas and the vardhamanaka and is
associated with the tandava.

The Nandike§varmata for the pirvaranga and that of Kumbha is a
long and complex one and quite different from the tradition of Abhi-
nava. Pindibandha. here, is performed through three stages as it is
accompanied by asaritas, vardhamanaka and dhruva in that order.
Bharata has said that an asarita has three vastus®® and four angas or
limbs viz. mukha, pratimukha, deha and samharana. But, apparently to
match the pindibandhas and angas, a fourth vastu also gets mentioned
here. Vastu denotes a unit of musical composition including both
meaningful and meaningless words. These are brought in different
stages in the gitakas, dsdritas etc. The dances here illustrated the mea-
ning of the songs. Different pindibandhas correspond to different vas-
tus. Different dancers performed the different vasius. There was gene-
rally an alternation of solo and group performances. The performance
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comprised dance—nrtta i e., pindibandha here and other angahdras,
and nrtya i.e. abhinaya and music—vocal and instrumental 5! Since
the Nandike$varamata and the version of Kumbha are too complicated
and obscure, a mere description of the various steps as given in the
text does not bring out the whole where progression, repetition and
alternation are important elements of the structure. Hence, they have
been sought to be represented below by a chart so that the steps may
be viewed in clearer perspective and a pattern traced therein.

Illustrative dance (both nrtta and nrtya)
with pindibandha formation; alternative

Asarita

1. First Asarita
(i) (a) st upohana
(b) 1st vastu

(ii ) (a) 2nd upohana
(b) 2nd vastu

Asarita

(iii) (a) 3rd upohana

solo and group

upohana—singing and acting
452

puspapindi-pindi form siic

—~abhinaya group
vartita karana-nrtta
vaifakharecita karana and solo
angahdara first vastu abhinaya  1st dancer
angahara pindibandha upohana group
upohana solo
2nd vastu-abhinaya 2nd
paryastaka®3-nrtta dancer

: Illustrative dance (both nrtta and with
pindibandha formation nrtya) alternative
solo and group
Srikhala group
upohana
Ist vastu by 1st dancer repetition
angahdra by 2nd dancer solo
upohana in pindibandha repetition

group

upohana solo
3rd vastu 3rd dancer
latapindi-group
1st vastu by 1st dancer repetition
2nd vastu by 2nd dancer solo
upohana-pindibandha repetition
upohana-Srikhala group
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(iv) (a) 4th upohana  4th vastu solo
(b) 4th vastu bhedyaka-group.
Ist, 2nd, 3rd vastus by repetition
1st, 2nd, 3rd dancers solo
respectively repetition

lata, $rakhala, pindibandha group

In his commentary, Abhinava mentions a number of upariipakas.
These compositions are not dramas in the strict sense of the word,
but have more of dance and song. Abhinava terms them as nrttatmaka
prabandhas— Ete prabandhah nrttatmakah na natyatmakanatakadivi-
laksanah.5* In fact, Abhinava is the first person to mention such com-
positions, which were later termed upariipakas. He enumerates a
number of them. The last two mentioned are Hallisaka and Rasaka,
which refer to the pindibandha style of dancing. The Rasaka has been
described by him as containing many nartakis or dancers—sixty-four
pairs are mentioned—and containing both uddhata (vigorous) and an-
uddhata (gentle) elements.?® In fact, Bhoja in his Sragara-prakasa says
that Rasaka is a group of dance by the nartakis executing the patterns

- of the pindis. He speaks of sixteen, eighteen or twelve nartakis in
such Rasakas.5® Similarly, the Natya-rasaka, also called Carcari, the last
uparipaka mentioned by Bhoja, also has the pindibandhas constructed
with latas, bhedyakas and gulmas.®™ This dance, to be performed in
spring time is a pure dance of the pindi, bhedyaka and other group
movements and patterns. Initially a pair of nartakis enter, strew flo-
wers, dance and exit. Then two others enter, and thus groups are
formed which execute the gulma, §rikhala etc. There are precussion
instruments, accompanied by recital of rhythmic syllables, beating of
sticks and songs. Some details of fala are also given by Bhoja. The
whole performance is to conclude with a mangala §loka which says
that Rasaka, full of pindi, $rikhala etc. and danced to the accompani-
ment of various instruments, was originated by gods when they dan-
ced with joy on getting amrta or nectar after churning the Kgirasagara
or milky ocean.

Saradatanaya takes Rasaka as being three-fold viz. Danda-rasaka,
Mandala-rasaka, and Natya-rasaka. The Karpiramaijari of Rajase-
khara describes the Danda-rdsaka as being performed by numerous
nartakis wheeling round and forming wonderful patterns.’® In the
Sanskrit-Tamil text called the Suddhananda-prakasa, the patterns of pin-
dibandha are said to be formed with hexagonal or octagonal designs—
satkonairastakonaisca pindibandhairmanoharaih. The Hallisaka has
been described as the form where there were several nayikas and one
nayaka and the women danced in circles.5?
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We may conclude that pindibandha has two aspects corresponding
to the two-fold derivation of the word itself. On the one hand, the
word pindibandha meant the constitution of a pindi or divine em-
blem, and stood for a special ritualistic dance used for worship, espe-
cially in the worship of gods in the parvaranga. It abounded in cos-
mic symbolism. On the other hand, pindibandha meant the forma-
tion of a pinda or ‘lumping’ of the dancers together in a cluster. In this
sense, pindibandha was a group dance, derived from folk origins. This
aspect became clearer in the wupariipakas, like the Rasaka and the
Hallisaka. Thus, one aspect of pindibandha constituted its earlier and
original phase®0 within the tradition of major drama. The other aspect
dominated in the popular or folk dance dramas. It is just possible
that the tradition of the upardpakas represented an ancient folk tradi-
tion which received some standardisation only in later times.%!

The present day term for the word dance is nrtva. However, this
had a different connotation in Bharata’s Natya$astra. Though an in-
tegral part of dance, nrtya would be more properly termed as abhinaya.
Pure dance was termed nrtta. Abhinaya is so called because it leads
up to the main theme of dance and suggests its idea to the audience.

Nrtta or pure dance in the NS consists of the following elements—

1 Nritahasta —These have been described
alongwith the sariyuta and
asaryuta hastas

2 Sthana —posture

3 Cari —bhaumi and akasiki
4 Movements of hands and feet —karanas

5 Sequence of karanas —angahdras

Sthana, Cari and Karanas

Six sthanas or postures to be assumed by men are enumerated in
the NS. They are Vaisnava, Samapada, Vaisakha, Mandala, Pratyali-
dha and Alidha.%?

Vaisnava®—The feet are kept two and a half spans (tala) away.
One foot is in the natural or sama position, the other foot in paksa-
sthita, is kept in tryasra. i.e. the toes pointing obliquely outwards. The
shank is slightly bent and the limbs are kept in sausthava®® i.e., when
the limbs are in complete equilibrium. Its presiding deity is Vignu.
This sthana is used in the $ragara, vira, adbhuta and bibhatsa rasas. Tt
is used by men of uttama (superior) prakrti and madhyama (medium)
type in natural conversation while engaged in various activities. It
should also be used in the releasing of cakras or in slinging a bow.
This posture is also assumed by the Siitradhara.%5

Samapdda®®—Where both the feet are kept in a sama position at
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a distance of one tala from each other and the limbs are kept in saus-
thava, such-a sthana is termed samapada Brahma is it presiding deity.
It should be used where there is staging of accepting the blessings
given by the Brahamans. Other occasions of its usage are flying birds,
people belonging to various sects like Saivas etc., those practlsmg
vows, those in aerial vehicles and those in chariots.

- Vaisakha®"—The two thighs are kept motionless at a distance of
,-,three and a half talas from each other.88. The two feet 'are keptin
tryasra. Its presiding deity is Skandha. It is used 'in' the performance
of Recakas. 1t is also employed for the gazing of big birds, throwing
,of arrows, fighting, riding horses etc.

- Mandala®®—The two feet are kept 4 ralas apart.” The feet are

tryasra. and the kati and janu in natural position. Its presiding deity
is Indra. It is employed is the staging of weapons like bow and va_fra
riding on elephants and looking at big birds.
... Alidha™—The same position as the mandala sthana, but the right
foot is placed 5 talas apart. Its presiding deity is Rudra and it is used
in heroic (vira) or furious (raudra) rasas. By Alidha one should repre-
sent wrangling arising from jealousy, increasing anger, fight of wrest-
lers, enemies, their escape from battle and releasing of weapons.

Pratyalidha™—Contrary of alidha; the right footis in kuicita
- position and the left leg is extended. The weapons aimed at (at the
target) in the alidha sthana, are actually to be thrown now in assum-
ing the pratyalidna sthana. '

In Chapter 12 of:-the NS are enumerated the sthanas for women.
They are Ayata, Avahittha and A$vakranta.™

Ayata™—Where the right foot is in sama or natural position and
the left foot is tryasra at a distance of one tdla. The face is cheerful,
one hand in latd pose, the other on the hip. This sthana is used for first
entering the stage, offering flowers, anger arising out of desire or jea-
lousy, in cracking fingers, in negation, in assuming anger due to jealous
love, profundity, invocation, dismissal, for observing the sky etc.

) ,Ayahinha”—'rhi-s is the same as dyata but with the feet reversed—
i.e. the left foot sama, right tryasra. The arms are again on the hip
and in, the lata pose. This sthana should be used in deliberation, satis-
faction, natural conversation, in looking at one’s own Srigdra, to-
wards the path of a lover etc. ;

Aévakranta’®—One foot is kept in the sama position—the other in
siici pose. The agratalasaficara is also mentioned. This sthana should
be used in stumbling, holding up clothes which slip down, receiving
bunches of flowers, taking hold of a two branch, and in lalita.

(Cari is the. movement: of .lower limbs. The harmonised and co-
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ordinated actions of the feet, calf, thigh and waist are known.as céris
The importance of cdri is summed up thus in the NS~

Yadetatprastutam natyam taccarisveva samjiiitam/

nahi carya vina kificinnatye'ngam sampravartate(|— NS, 10 6

Caris are of two types earthly (bhaumi) and aerial (dkasiki). There

are 32 caris— 16 bhaumi caris’® and 16 akasiki caris.’®

Samapada™—The two feet close together, toes at one level facmg
front and samapada posture.

Sthitavarta®®—One foot in agratalasaficara’ draggmg on the ground
moves across the side of the other foot to form a svastika.
Sakatasya® —The upper part of the body 'is held firmly, one foot
in agratalasaficara is stretchéd forward, and:the chest is

kept in udvahita.

Adhyardhika8®—The left foot is placed near the hee!33 of the right
foot. The nght foot is drawn to its own side and placed
obliquely.8

Cagagati®—Bharata defines it thus—the right foot is put forward
and then taken back, the left foot back and front similarly. But
since this is not too clear Abhinava explains thus—The right
foot is put forward by a span (tala), then drawn by two spans,
then simultaneously with jumping movements both the feet
approach each other a little and separate, (or) separate and
approach each other. This is termed cagagati and is used
in frightened movements etc.86

Vicyava®’— From the samapada position the feet are lifted up  and
the foreparts are brought down (nikutfana) on the ground.

Edakakridita®®—Agratalasaiicara foot, jump and then dropping
on the ground; such a movement is observed by each foot
turnwise.89

Baddha®®—The two thighs make the valana ‘movements and the
shanks are crossed in svastika.

Uriidvrtta—Bharata®! describes it thus—agratalasaiicara foot-heel
facing outwards, thigh aficita and udvrtta. Abhinava explains
thus?2—The heel of one foot in agratalasaficara is placed facing
the back of the other foot. One of the shanks with the knee
bent and turned inward faces the other shank. Then it is
called Uradvrtta cari. Tt is employed to indicate. shyness
jealousy etc.

Addita®— One foot in agratalasaficara alternately rubs agamst the
forepart and back of the other foot 9

Utspandita®—The foot moves slowly in the manner of the Recaka.
Abhinava says that according to some the Recaka nrtta hasta%
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is also used here.

Janita®"—One foot is in agratalasaiicara; one hand: is kept in the
musgti pose on the chest and the other extended out. Abhinava®
says that agratalasaiicara movement is important here. The
other movements (i.e. of the hands) are only secondary. In
fact he goes so far as to say that this is the basis of all the
cdris. Hence the name Janita.

Syandita®—- When there is a distance of five talas between the
2 feet it is Syandita. 1% Abhinava explains that when the foot
(left) is in sama position, thigh is motionless and right foot is
extended to five tdlas it is Syandita. ‘ |

Apasyandital®—This is explained by Abhinava as a reverse of
Syandita. 102

Samotsaritamattali'’3—Both the feet in, where agratalasaiicara
is kept behind the other foot making a svastika at the shank.
Then the other foot is made agratalasaiicara and in this fash-
ion the feet make circular movements, This cari, says Abhi-
nava, is used to indicate moderate intoxication 104

Mattali’— Apasarpana of feet in a circular fashion. Abhinava
explains thus— The feet with the sole touching the ground are
crossed in svastika at the shanks and slightly oblique. Then
with a circular movement they either come together or move
away from each other. It is used to indicate slight intoxica-
tion,106

Atikranta%" —The kuicita foot is raised and then extended and
put forward. Abhinava explains thus—The kuicita foot is
taken to the base level of the other foot and then dropped
forward by 4 ralas. 108

Apakrant@%®—From a valana of the thighs the kudicita foot is taken
and dropped to the sides. Abhinava says that the valana of
thighs indicates baddha cari. 119

Par$vakranta'\1—The kuiicita foot is lifted up on its ownside and
dropped by the heel'’2 on the ground, and thus by the udgha-
tital'3 movement the Parévakranta is formed.

Urdhvajanul4—The kuiicita foot is raised, the knee is level with
the breast, the other leg is motionless. This movement is
repeated by both the feet.

Siicill®—The kuiicita foot is raised, the knee is level with the chest,
the shank is stretched fully!16 and then dropped to the ground
on its forepart.

Nipurapadika»"—An aficita foot is lifted, touches the sphik hips (2
or back of the thigh ?) with its heell® and then toes touch
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the ground.

Dolapada''®—A kuiicita foot is lifted, swayed from side to side and
then comes down on its heel, i.e. as an aficita foot.

Aksipta'?0—A kuiicita foot is lifted to the height of three talas,
brought to the other side, and then crossing the shank (with
the other) in svastika falls to the ground on its heel 121

Aviddhal?2—The initial position is the svastika, then stretched as
a kuiicita foot and brought down on the heel i.c., as an aficita
foot. Abhinava elaborates thus—from svastika made without
the shanks touching each other, kuiicita foot is stretched, bro-
ught to its own side and made to fall on its heel in the region
of the other heel.123

Udvrtta'®*—Derived from the aviddha cari, slight jump, turning
round and the foot falls to the ground. Abhinava says this is
related to the dviddha cari. The heel is kept in the region of
the other thigh. Then jumping up, and turning round the
foot is made to fall on the ground. Then the other foot is
raised and performs the movements.125

Vidyutbhranta'®6—The foot is taken back, touches the head, is
turned round in all directions then stretched.

Alata®7—A foot is stretched backwards, then it is turned round
and its sole faces the other thigh!28 and then its heel is brou-
ght down to the ground on its own side.

Bhujangatrasita'*®—Abhinava explains thus—A kuiicita foot is rai-
sed, taken to the joint of the other thigh, then due to the
vivartana of the waist i.e, turning the irika and the knee, the
heel of this foot faces the other hip, then the thigh in this ob-
lique position is turned (vivartana); thus the knee moves to its
own side, the sole of the foot facing upwards. It is, used in
showing the gait of a man afraid of a snake nearby.130

Harinapluta» — A kuicita foot is raised as in the atikranta cari,
and after a jump is dropped on the ground. Then the other
shank is kept taken back132 and kept aficita and finally brou-
ght back to the ground. Abhinava says that this cari was
done by vidiigakas or jesters. Sarngadeva has termed it as
mrgapluta.133

Dandapada'3*—A kuiicita foot as in nipura-pada is extended for-
ward. Thigh, knee and shank are straight as a staff.

Bhramari'35—As in the atikranta cari a kuficita foot is raised and
as in the bhujangatrasita the thigh, which is oblique, is twisted
around. The whole body turns round through the turning of
the sole of the other foot and the vivartana of the trika.13%
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Mandala

Mandala

Mandala

Vicyava

Bhramari

Z vfddha153

shoulders
aiicita

Chinna

waist (i.e.

valana
of waist)
Sannata

Nikuficita
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15.
16.

¥

18.

19.

20.

2%.

22,

23!

Svastikal54
Prsstha.lﬁs
Svastika
Dik-
Svastikal58

Alatakam?!60

Katisamal®!

Aksipta-
Recital63
Viksipta
Ksiptakam!64
Ardha-
Svastikal85

Ancital67

Svastika Svastika
Svastika Svastika
Svastika Svastika
Nitambahasta

Caturasra

Svastika Ardha-

candra khataka-

mukha

Recita then Aiicita
aksipta Siici
Vyavartana- Viksepa-
parivartana Aksepa
right hand Svastika

karihasta, left
hand at chest

( Khatakamukha)166
Vyavartana-
parivartana
Alpallaval®8

Vaisnava

Jumplss
Apakranta
Siici

Alata
urdhva-
Jjanu
Aksipta
Apakranta

~ Turning!®?

~of trika
Svastika
karana,
executed
on all
sides159

Nata
Udvahital62
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24. Bhujanga Vvavartana-pari- having lifted

Trasita'®®  vartana, Dola-  up a kuiicita
Khatakamulkhal™ foot, the thigh
is obliquely
turned
25. Urdhvajanul? Arala. Khataka- Kuicita foot
mukhal™® is raised and

knee is level
with the breast
26. Nikuncital”™ AB-2 views at Vrscikal?®
1. Arala-side of
head
Arala-brought
from
region
of nose
to chest
1I. Si@cimukha,
Pataka
27. Mattalil®™  Udvegtita- Svastika or
Nitamba, Avestita crossing at
ankles
28. Ardha- Recita-left hand,
mattalil?6 right hand on
hipl??

Bhujanga-
trasita

Urdhvajanu

(circular
movement)

derived
from
Mattalicari

oblique
turning of
waist170a

S2.nisan fo agvnsupy ayy puv aoupq
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29.

30.

21
32.

33.

34.

35.

36.

Recita-
pikuattakal?®

Padapavid-
dhakal?®

Valital81
Ghurnital82

Lalital83

Danda-
paksal85
Bhujanga-
Trasita-
recitam!86

Nupural8?

Recita-right hand nikuttita. i.e.

dola-left

Khatakamulkha .

hands at navel

Sicimukha
Dola-left hand
turned round-
right hand
Karihasta-left

Vivartita-right18*

Lata

Viksipta then
Recita, then
brought to left
side

Lata Recita

udghattita-
right foot
Siicil80 foot is
brought in
contact with
the other foot
thus viddha
or pierced.
Siici

Svastika

and then
moved away
Nikuitita (i.e.
udghattita
movement)

Viksipta

Apakranta

Bhramari

Urdhvajanu

Bhujanga-
trasita

Bhramari
Nipura-
padika'88

turning
of trika

turning
of trika

puISPSOAION 241 fo ApmiS [panin) puv (DILIOISIH ¥ OE1



S 7

38.

39.

40.

41.

42.

43,

44,

45.

46.

47.

48.

Vaisakha-
recital8?
Bhrama-
rakal®0
Catural?!

Bhujanga-
ancital®3
Dandaka-
recital?®®
Vrscikakutti-
takal96

Kati-
Bhrantal98
Lata-
Vrscikal®

Chinna201
Vrscika-
recita202

Vrscika203

Vyamsita20®

Recita
Udbvestita

Aficita-1%2 Jeft
catura-right
Recita-right
Lata-left
Dandapaksal®

Nikuttita or
Alapallava
Caturasra

Lata-left

Alapadma
Svastika Recita

Aficita i.e.
Karihasta®®
Recita hands at
chest-one Recita
hand facing

Recita Vaisakha

Aksipta
Svastika
Nikuttita
(right)

Vrscikal®
Apaviddha
Vrscika-right
on ground-
left200
Vaisakha
Vrscika
Vrscika

Alidha

Recita
neck

Bhujanga-
trasita
Dandapada

Sici
Bhramari

bent
back

Recita-
kati

turning

of trika

turning
of hip

waist
chinna

§24njsax) fo 28onSup ay) puv 2oupg
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49.

50.

St

52.

a3

54.

35.

56.

7.

up, the other

down wards’
Parsva- Svastika at sides Nikuitita
Nikuttita206
Lalata- foot is taken
tilaka207 back as Vrécika
and then the
toe touches
the back of
forehead
Krantaka208 Vyavartana- kuficita
parivartana,
Khataleamukha
Kuncita0?  Kuicita i.e. nata or

Alapallava; uttana bent211

at left side210
Cakra- extended?213
mandala?12
Uromandala?15 Uromandala
Aksipta?l?  Khatakamulkha

Talavilasita21® two patdka
hands joined
together220

Argala221 Alapallava-left
left hand

apaviddha Addita®1%
Sthitavarta®16
Akgipta®18

foot at the

side raised

and facing up
feet two and

a half talas
apart

body
bent

slightly
bent

vaspsoioN 2yl Jo dpniS [paniny) pub [paLoISIH ¥ 7E1



58.

a9;

60.

61.

62.

63.
64.

65.

66.
67.

Viksipta222  Udvestita-
apavestita
movement in
same direction
Udvestita—
apavestita,
Dola
Dolapada22> Dola

Avarta223

Vivrtta22? Vyavrtta-
pravartita,
Recita

Vinivrtta?2® Recita

Parsvakranta230

Nistam- hand at kuficita
bhita231 forehead

Vidyutbh- foot taken back

ranta232 touches the head
turned round in
all directions
then stretched

Atikranta233
Vivarti- Aksipta, Aksipta
taka234 Recita

Vidyutbhranta
Dandapada
Casagati®2*

Urdhvajanu®®®

Dolapada
Akgsipta
Bhramari28

Siici,
Baddha
Par$vakranta

Vidyutbhranta

Atikranta

Sannata

chest

turning of
trika
turning of
trika

turning of
trika

$24n1s20) [0 aZNIUDT ay) U 20UD J
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68.

69.

70.

7.

12

73.

74.

Gajakri-
Ili‘hl235

Talasams-
photita237

Garudaplu-
taka239

Gandasuci®l

Parivrtta244

Parsvajanu245

Grddhra-
valinaka24?

Lata-right,
Aficita or
karihasta
left236

Pataka hastas
used for
clapping

Lata

Recita

One at chest,242
other at cheek
alapallava®*3
Urdhvamandali

Musti-near
chest, ardha
candra®®

at waist.

extended
i.e. Lata®*8

extended
back asin
Vrécika®0
Sici

Sici

sama-one
foot, the
other placed
at the back
of the thigh
of the above
leg
One foot
stretched
backwords,
the other

Dolapada
Atikranta
or
Dandapada®3®
unnata
ie,
held up.
nata
turning of
trika

vaspsOAiDN ayi Jo dpmig [panin) puv [PILOISIH Y ¥El



75.

76.

3

78.

i B
80.

81.

82.

Sannata249

Suci252

Ardhasuci®®* Alapadma hand

Sucividdha256

Apakranta258
Mayura-
lalita259
Sarpita26l

Sannata
Dola2s0

No hands
specified253

near head

One hand at
waist (paksa
vaficitaka or
ardhacandra),
other at
chest

foot slightly
bent
Svastika of
feet

One Siici
foot is

kept

at the

heel

of the other

(Khatakamukha)®? foot

Recita

Recita

Dandapada263 Aviddha

Vrécika

Aficita then
apasrta i.e.
move away

jump by
Harinapluta
cari®sl

Siici

Siici cari2s®
with right
leg

Apakranta
Bhramari20

Parivartita
i.e. bent on
the side262
Nipurapadika
Dandapada

CE1  Saunisan fo agpn3uvT ayr puv ouvq



83.

84.

85.
86.
87.

88.

89.
90.

Harina-
pluta264
Prenkholi-
taka267

Nitamba?269
Skhalita2?
Karihas-
taka272

No hands
specified265

Nitamba®70
Recita, ghiirnita
One hand at
chest, 273 the
other performs
the Udvesta
movement and
forms the
tripataka hasta
near the ear27

Prasarpita®’® Recitia Lata

Simhavikridita276

Simhakar-
sita27?

Nikuficita i.e.
explained by
Abhinava as

Aficita
foot

Gharsana

i.e dragging
movement on
the ground

Vrécika®?®

Harinapluta?6®

Dolapada
(with one
foot ) jump
then with
other foot
Bhramari®8
Baddha
Dolapada

Alata

turning
of trika

v41SPSOAION Y1 fo dpnig paniny) pup [pILIOISIH ¥ 9§ ]



91.
. Upasrtaka280

03,

94.

95.

96.

97.

98.
99.

Udvrtta2?®

Talasamgha-

Janita284

Avahit-
thaka286

NivesaZ288

Elaka-
kridita290

Urndvrtta293
Madaskha
lita295

Padmakosa
Urnanabha

Vyavartana

parivartana

Arala®®

Pataka-both

then

Recita-left

One hand at28%  ggratala-
chest-Musti saficara
other extended

i.e. Lata

gradual lowering

of hands from
the forehead
downwards to
the chest287

on chest289

not specified291

Arala Khatakamukha®9*
extended i.e. Valita

Dola Aviddha?96

Udvrtta
Aksipta

Vaisnava®8®  Dolapada

Janita
Janita
Mandala
Elakakridita®9?
ﬁrﬁdvﬂta
Parivahita
(turned to

the side)

Nirbhugra
chest

side bent

body bent
and then
twisted

sadnsan Jo aSondupT ayl pup aoun(
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100. Visnu- Recita Kudicita

kranta2%? foot
extended
forward
101. Sambh- hands after Aviddha300
ranta298 Vyavartana-
parivartana

movement rest as
Alapallava on
back of thigh299

102. Viskam- on chest-left Nikuitita Siici
bha301
103. Udghat- hands clapping Udghattita nata or
tita302 / bent
104, Vrsabhakri- Recita, Aficita Alata
dita303 i.e. Alapallava
on shoulders304
105. Lolita305 Recita, Aficita Vaisnava rolls around
. Alapallava and rests
(while rolling)
at the sides
106. Nagasar- Recita Svastika Parivahita®?
pita306 then moves away
107. Sakatasya3® Khatakamukha  Talasaficara Sakatasya Udvahita body
at chest309 motionless
108. Gangavata- Adhomukha lifted up with sole bent

rana310 tripataka facing upwards

paispspdip Y1 o dpnig jpaniny pup (pa1oiSiH ¥ 8EI1



Dance and the Language of Gestures 139

Nrtya and Abhinaya
Abhinaya or mime is four-fold — Angika. Vacika, Aharya and Sat-
vika311 Angika relates to the movement of major limbs (angas) and
minor limbs (updngas), their use (viniyoga) for the expression of senti-
ment (rasa) and of dominant (sthayi bhava) and transitory moods
(saiicari bhava). Vacika relates to speech, i.e. the prose and vérse part
of the play, words of songs etc. Aharya is related to costumes, make-
up, etc. Satvika relates to the natural condition of man.
Angika abhinaya is integraily connected with dance. The three
basic kinds of angika abhinaya are—
(i) Sarira—that which relates to the body.
(ii) Mukhaja—that which originates in the face. Mulkchabhinaya is,
in fact, the index of rasa.
(iii) Cesta —that which is produced by the movement of limbs and
includes the cdris, angahdras etc.
Bharata has given a detailed description of the movements of upangas
and angas. The six angas are head (Sirak), hands (hastas), kati (hip),
vaksah (chest), parsva (sides) and pada ( feet).312 The six upangas are eyes
(netra), brows (bhrii), nose (nasa), lips (adhara), cheek (kapola), and
chin (cibuka).313
Eyes—Taking up the upangas first, Bharata mentions thirty-six drs-
tis or glances which he classifies into 3 types. Glances expressing rasa
are eight in number. These are Kanta, Bhayanaka, Hasya, Karuna,
Adbhuta, Raudri, Vira, Bibhatsa.3'* Glances expressing sthayi bhava
or dominant mood are eight in number too. These are Snigdha, Hrsta,
Dina. Kruddha, Drpta. Bhayanvita Jugupsita, and Vismita.31® There
are twenty glances relating to Vyabhicari bhdva or transitory moods.
These are Sanya, Malina, Sranta, Lajjavita, Glana, Sankita, Visannd,
Mukula, Kuiicita, Abhitapta, Jihma, Lalita, Vitarkitd, Ardhamukula,
Vibhranta, Vilupta, Akekara, Vikosa, Trasta and Madira 318
Brows—There are seven movements of the brows.317
Utksepa—Raising the brows.
Patana—Lowering the brows.
Bhrkuti—Knitting the brows.
Catura—Extending the brows in a charming fashion.
Kuficita—Contracting the brows.
Recita—Graceful up and down movement of brows.
Sahaja--Natural position of brows.318
Nose—There are 6 types of movements of the nose:31?
Nata—Frequent depressing and dilating of nostrils.
Manda—Gentle or slow movement of inhaling and exhaling.
Vikssia—Extremely dilated nostrils.
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Socchvasa—Inhaling of air by nostrils i.e. deep breathing.
Vighiirnita—Contracted nostrils.
-Svabhaviki—Natural.320
Cheeks —These are of 6 types too.321
Ksama —Sunken cheeks.
=« Phulla—Full blown cheeks.
- Parna—Raised (cheek muscles probably).
Kampita—Throbbing.
« Sama—Natural position.322
Lips—There are six types of lip movements;323
Vivartana— Twisting of the lips in an awry fashion.
- Kampana—Tremulous lips.
Visarga—Protruding lips.
Viniguhana—Drawing the lips inside.
Sandastaka—Lip bitten by the teeth.
Samudga—Pouting of lips, 324
Chm—The chin or rather its various types are indicated by actions
of tongue, teeth and lips. Hence Bharata describes32 actions or types
of actions of teeth. These are:326
Kuttana—Chattering of teeth.
Khandana— Frequent touching and separating (probably with
force) of teeth.
Chinna—Tight interlocking of teeth.
Cuksita—Keeping the two rows of teeth wide apart.
Lehana—Licking by teeth,
Sama~Slight contact of teeth. This is accepted as the natural
state.
Dasta—Biting of lower lip with teeth.327
Mukha—Besides these, Bharata also mentions 6 movements of
face (mukha):328
Vivrtta—Open with lips apart.
Vidhita—Face lengthened obliquely.
Vinivrtta— Face turned sideways.
Nirbhugna—Lowering of face.
Bhugna—Somewhat longdrawn face.
Udvahi — Upturned face.329
The colour of the face explains the states of the mind which are
expression of rasas. As they are useful in expressing rasas, the col-
ours of the face have also been described by Bharata. These are of
four kinds —Svabhavika (natural), Prasanna (clear), Rakta (red) and
Syama (dark).330 Svabhavika being the natural colour is used to ex-
press unexcited state. Prasanna is used in comic ((hdsya) erotic (§ri-
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gara) and marvellous (adbhuta) rasas. Rakta represents the heroic
(vira), furious (raudra) etc. and also pathetic (karuna). Syama is used
to represent the odious (bibhatsa) and fearful (bhayanaka) rasas.331
_ Neck—Finally Bharata describes nine movements of the neck:332
Sama—NWNatural position.
Nata—Bent low.
Unnata - Thrown up.
Tryasra— Bent obiquely.
Recita—Shaking and moving around.
Kudicita—Slightly bent.
Aficita—Inclined to a side and stretched.
Valita—Turned sideways.
Nivrtta— Return to its original position after having faced
something.333 :
Head—There are 13 types of head movement.334
Akampita—Up and down movement of head.
Kampita—Same movement in a fast speed.
Dhiita—Slow rotation of the head.
Vidhiita— The same in quick tempo.
Parivahita—Movement of the head to the side.
Adhiita—Head lifted obliquely upwards once.
Avadhiita—Head bent down once.
Aficita—Head with a slight sideways bent.
Nihaficita--In which the shoulders are raised and brows kuficita.
Paravrita—Head turned backwards to indicate looking back-
wards. '
Utksipta— Head turned upwards.
Adhogata—Head turned downwards. =
Lolita— Turning of head on all sides.335
Chest— There are five positions of the chest :336
Abhugna—Relaxed chest with sunken shoulders.
Nirbhugna—Straight and erect torso.
Prakampita— Where the torso is thrown upwards and slightly
shaken.
Udvahita— Torso thrown forward (as when taking a deep
breath).
Sama—Caturasra pose and saugthava of limbs. Indicative of
natural position.337 !
Sides—There are five positions of the sides too:338
Nata— Bending to the side (the body seems to bent forward
slightly since the abhugna position is mentioned here).
Samunnata—Raising a side (this is said to be-the reverse of
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the former).

Parsarita—Stretching of both sides.

Vivartita— Turning of trika or sacrum.

Apasrta—Reversion of trika from the nivartita position, i.e.
turning around from the sideways position.339

Hips (Kati)—There are 5 types of movements of the kati:340

Chinna—Valana of the middle i.e. turning of the middle (of
the body) obliquely on the sides.

Nivrtta—Facing the front while the body is twisted sideways.

Recita— Rotating the hip on all sides.

Kampita—Quick movement of hip from side to side.

Udvahita—When the hip is raised slowly from one side to the
other.341

Thighs (Uru)—There are five type of movements of the thighs :332

Kampana—Repeated toe-heel movement; as a result the up
and down movement which indicates the gait of low-class
people.

Valana— Bharata describes valana as the movement of knee
inwards. But from its description in the 108 karanas and
from Abhinava’s commentary it becomes apparent that
valana is actually the crossing of the thighs.

Stambhana—Motionless thigh.

Udvartana—Valana and Apaviddha movement of thigh (pro-
bably crossing of thigh, then uncrossing and motionless
thigh).

Vivartana—Turning of heel inwards3*3 (porsibly in circular
movement ?).

Shanks (Jangha)—The movement here is of five types :344

Avartita—When the left foot moves to the right, and right to
the left. Svastika of shanks too has been mentioned.
Indicates jesters’ walk,345

Nata—Knee is bent.

Ksipta—Throwing the shank outwards; used in tandava.316

Udvahita—Raised shank. (Actually Bharata mentions 3 move-
ments—bending of knees, throwing of shanks outwards,
and then raising them upwards).

Parivrtta—Crosswise movement of shanks.

Feet (Pada)—Five types of foot movement have been enumerated
by Bharata:3%7

Udghattita—Standing on the balls of the feet and bringing
the heels down to the ground.

Sama—The foot rests on the ground in a natural way.



Dance and the Language of Gestures 143

Agratalasaicara—When the heel is raised, the big toe stret-
ches and the other toes curves down, i.e. when only the
big toe touches the ground and rest of the foot is lifted
up. Used in various recaka movements.

Aficita—When the heels are on the ground, the balls of the
feet lifted up and toes stretched.

Kuficita—Toes bent, heel raised, arch bent i.e. the toes and
ball of the feet touch the ground and the heel is raised.

Besides these Bharata also mention the #ryasra foot
and the siicipada.

Tryasra—The foot is kept on the ground as sama, but the
heel points inward and the toes sideway i.e. sama foot
with the toes kept obliquely.

Sicipada—Left foot kept naturally and of the right foot only
the tip of the toe touches the ground, the rest is raised.

Hands— Bharata enumerates four basic movements or karanas of
the hands :348

Avestita Hand—1f the fingers begining with the forefinger

,  point inwards gradually, then it is known as the Avegtita
hand i.e, the fingers, commencing with the forefinger and
ending with the little finger, are gracefully turned towards
the palm.

Udvestita Hand—Fingers begining with the forefinger open
outwards (i.e. away from the body), i.e. fingers bent in
Avestita are opened out in the same order.

Vyavartita Hand —The fingers beginning with the little finger
point inwards gradually i.e. the fingers are bent as in
Avestita, but commencing with the little finger and ending
in forefinger.

Parivartita Hand— The fingers, beginning with the little finger
and ending with the forefinger open outwards.

Hand poses or movements have been classified by Bharata into

three types. These are Asamyuta-hasta, Samyuta-hasta and Nrtta-
hasta. The first is perfermed by a single hand, the second by both
the hands and third is frequently used in nrifa.

Asamyuta Hastas—The Asamyuta-hastas are twenty-four.349

Pataka

Nature : The palm and fingers are outstretched, the fingers pressing
against one another. The thumb is kuiicita, bent, touching
the root of the forefinger.

Use : Administering a slap to indicates flames, rain, an aerial
shower of flowers—to be indicated with slightly moving patika
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fingers; small ponds, a gift of flowers, new grass to be indi-

cated by pataka hands crossed in Svastika then uncrossed:

svastika, uncrossing then adhomukha (i.e. palm facing down)

indicate closing and disclosing. Patakd fingers moving down

and up indicates movement of wind and waves; one paraka

hand placed on the other and rubbed quickly indicates washing.
Tripataka350

Nature : Pataka hand with the ring finger bent.

Use - Calling, salutation, a turban (tripataka hand at the head).
The tripataka hand moving upwards from below indicates
fast flying of birds, fast moving stream, movement of serp-
ents, whirpool etc. Wiping of tears by the bent ring-finger,
tilaka (auspicious mark) on forehead, touching of curls on
forehad; tripataka hand is svastika, i.e. thin crossing should
be done in touching the feet of elders. Also used in the pre-
sence of the king, hermits, bridegroom etc.

Kartarimukha351

Nature : The forefinger of the tripataka is put behind the middle
finger.

Use : To indicate falling, death, activities of deer, buffalo, elephant
etc.

Ardhacandra352

Nature : The fingers are pressed close to one another and bent i.e.
the fingers are bent to resemble a bow (the thumb too is bent
on the other side, the whole resembling the form of the cre-
scent moon). _

Use : Indicates the crescent moon, ornaments of Jadies etc.

Arala353

Nature : Fingers are separated from each other and slightly bent,
the forefinger is curved down like a bow and the thumb bent.

Use : Represents benedictions, gathering of a woman’s hair into a
knot or loosening it marriage etc., calling, wiping of sweat,
etc. Women use the Arala hasta for enacting situations of the
tripataka.

Sukatunda354

Nature : The forefinger and ring-finger of Ardla are very muc
bent. 7

Use : Used to indicate anger due to jealousy between lovers, ex-
change of hot words, dismissal, contempt ete.

Musti355

Nature : The finger-tips rest compactly in the middle of the palm.

Thumb is pressed against the middle finger (resembles a closed
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fist).

Use : Used to represent holding of a spear, sword, stick and also

fighting, exercise, etc.
Sikhara356

Nature : The thumb of musti pointing upwards.

Use : Holding the reins, hurling the javelin or spear, grasping a
bow, arrow or goad, adorning of lips, of feet with lac-dye,
rearranging curls etc.

Kapittha357

Nature : Tip of forefinger of the Sikhara touches the tip of the
thumb.

Use : Employed in the holding of various weapons.

Khatakamukha3%8

Nature : Ring finger and little finger of the Kapittha are thrown
upward, separated and bent.

Use : Holding the chatra i.e. canopy, reins of horses, of a mirror,
a long stick; putting on strings of pearls or garlands of flo-
wers, plucking of flowers, churning.

Sucimukha35?

Nature : The forefinger of the Khatakamukha is stretched upwards.

Use : Indicates cakra (discus), lightening, flag, ear ornaments,
crooked gait, young of a snake, etc.

Padmakosa390

Nature : In Padmako$a the fingers and also the thumb are separa-
ted from each other, bent like a bow, but facing upwards and
the finger tips remain unattached.

Use : Employed to represent bilva kapittha, lemon and other fruits,
breasts of women, worshipping of god, and making of offe-
rings.

Sarpasiras361

Nature : All the fingers joined together and the thumb bent—when
such a hand (i.e. the Patdka) is curved in the middle, it is the
sarpafiras.

Use : Offering of water, movement of a serpent, stroking the tem-
ples of an elephant, wrestlers in a contest.

Mrgasirsaka362

Nature : All the fingers (except little finger) are joined to each
other and are adhomukha i.e. face downwards. The thumb and
the little finger project upwards (i.e. of the sarpafiras hand
the litle finger and thumb extend upwards).

Use : Signifies today, here, how; used to wipe off perspiration
from cheek, forehead etc.
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Kangul a363

Nature : The ring finger is bent, the little finger points upwards
and the thumb, forefinger and middle finger are held upwards
in a triangular position like that of the three sacrificial fires—
Tretagni.

Use : Used to represent small fruits, angry words spoken by wo-
men, also beautiful flowers.

Alapallava364

Nature : The vyavartita movement is made and then the fingers are
arranged sidewise along the palm (in the vyavartita movement
the palm faces upwards —uftdna) and closed, the little finger
pointing towards the body. Now to get the Alapallava hand
the palm opens out, forefinger first (almost horizontical), then
open the middle finger, ring finger and little finger respectively,
each successively a little higher than the previous one; the
thumb too opens out to its own side.

Use : In negation, atmopanyasa (?) of women.

Catura365

Nature : The three fingers (the little finger excluded) are extended
(in a slanting position, i.e. not projected vertically) the little
finger points upwards and the thumb touches the middle of
the three fingers i.e. the middle finger.

Use : Used to represent reasoning, modesty, discipline, skill and also
for indicating some abstract things like happiness, character,
sweetness, mind, memory, youth, forgiveness, purity, genero-
sity etc.

Bhramara366

Nature : The tips of the middle finger and thumb joined together,
the forefinger bent and the ring finger and little finger exten-
ded upwards.

Use : For holding flowers with long stalks; also indicates ear-rings,
conversation of children, scolding somebody etc.

Hamsapaksa3%7

Nature - The three fingers beginning with the forefinger are slightly
bent at their roots, the little finger bent up and thumb bent.

Use : Used for acamana (ceremonial sipping of water), anointing
with sandal-paste, embracing, touching, pressing the legs, a
huge pillar; also indicates various rasas in §ragara; used for
keeping the breasts of women; is indicative of supporting the
chin in sorrow, etc.

Samdansa3%8
Nature : The tips of the thumb and forefinger touch each other
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and the middle of the palm is made slightly hollow. It is of
three types : Agraja i.e. facing forward, Mukhaja i.e. towards
the face, and Parévaja i.e. facing sideways.

Use : Agraja samdam$a—plucking of flowers and gathering of a
blade of grass, leaf, hair, thread etc. Mukhaja samdams$a—
removing flowers from their stalks, saying angrily ‘Fie (upon
you)’ etc. Par$vaja samdamsa—threading of pearls or pier-
cing them. wearing of the yajiiopavita or sacred thread, to in-
dicate sentences of anger, contempt, jealousy and blame. The
left hand forms the samdamsa and its tip is slightly whirled
around. Women form the samdatisa hand to indicate various
things—painting a picture, applying collyrium to the eye, in
argument and for preparation of lac-dye paste.

Mukula369

Nature : All the fingers are held compactly together, and pointing
upwards are joined to the tip of the thumb.

Use : Worship of gods. offering oblations, bud of a lotus, vitaf kiss
(i.e. a flying kiss), eating, giving, haste and counting gold.
When opened out and then restored to its normal pose it indi-
cates some contemptible action.

Urnanabha370

Nature : When the five fingers of the PadmakoSa are bent, it is
termed #@rnanabha.

Use : Grasping somebody’s hair, a stealthy grasping, scratching
one’s head, beasts like lion, tiger etc., lifting up a stone etc.

Tamracuda3”!

Nature ;: The tips of the middle finger and the thumb are pressed
against each other, the forefinger is bent and the little finger
and ring finger rest on the palm. (i.e. the Bhramara pose), but
the difference lies with the ring finger and little finger which
rest on the palm. According to another definition372 when the
little finger of the Musti is stretched out it is known as Tamra-
ciida.373

Use : Beckoning a child, rebuke, measuring time, inspiring confi-
dence.

SAMYUTA HANDS
Anjali3?4

Nature : Placing together of two Pataka hands.

Use : Salutation of deities—adijali hands at head, salutation of
preceptors and elders, salutation of friends, afijali hands at
chest. Thus the afijali hands are used by men in three ways;

_but by women they can be used in any manner.
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Kapotaka3?®

Nature : Two hands (afijali) touch each other only at the side.

Use : When facing forward, it is used in saluting or in conversing
with the preceptor and for expressing modesty. A slightly
shaking kapotaka hand kept at the chest is used by women to
express cold or fear. The fingers rubbing against the palm and

- then left is used to represent sentences expressing unhappiness.
Karka ta376

Nature : Fingers of the two hands interlocked with each other.

Use : Indicative of one who is aroused by passion, yawning, stret-
ching one’s body, holding the chin, holding a conch etc.

Svastika3??

Nature : Where two hands, with one wrist placed over the other,
face upwards (uttana) at the left side of the body that is called
Svastika. Bharata’s injuction is that it should be used mostly
by women.

Use : Crossing the hands in svastika and then uncrossing them
indicates directions, clouds, sky, forest, sea, seasons, earth
and vast stretches of water and the like.

Khatakavardhamanaka378

Nature : The hands assume the Khatakamukha pose and form a
svastika at the wrists.

Use - It indicates Syagara or love, salutation, lily, holding an umb-
rella ete.

Utsangasm

Nature : When two Arala hands are crossed in svastika®8 and face
the body,38! then the hands are called Utsanga.

Use : Indicative of touch, jealousy of women, refusing to be pla-
cated by the hero etc.

Nisadha382

Nature - Four alternate definitions and usages of Nisadha have
been given by Bharata. Firstly, when kapittha encircles Mu-
kula, this is known as Nisadha.383

Use : Indication of collection. accepting, not forsaking the truth,
that which is well established, etc.

OR

Nature : When the Sikhara hand is pressed by MrgaSirga, that is
termed as Nisadha.

Use : Indicative of one who is gripped with fear.

OR

Nature : When the right hand, being gripped at the elbow by the

left, rests on the left hand forming the musi, this is termed
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as Nisadha.
Use : Indicative of patience, arrogance, beauty, curiosity, the
immobility of pillar.
OR
Nature : When Harmsapaksa hands face away then this is known as
Nisadha.
Use : Used for indicating the breaking of a net or window.
Dola384
Nature : Two Pataka hands hang down with loose fingers and
relaxed shoulders.
Use : Indicative of intoxication, fainting, dejection, hurry, illness,
being wounded by weapons etc.
Puspaputa3®5
Nature : Two SarpaSiras hands with their external sides brought
together.
Use : Used for holding and giving away of grains, flowers, fruits
etc. and also water.
Makara?86
Nature : Two adhomukha (facing down) Pataka hands with thumbs
extended upwards are placed on top of the other.
Use : Used to represent crocodile, shark, fish, tiger, serpent and
other carnivorous animals.
Gajadanta387
Nature : Two SarpaSiras hands are placed between each others’
shoulder and elbow.
Use : Indicates the carrying of the bridegroom to the place of
marriage,388 lifting massive weights, holding pillars etc.
Avahittha389
Nature : Two Sukatunda hands facing each other and kept at the
chest are turned downwards and are gradually lowered.
Use : Indicates weakness, breathing out, thinness of the body, eag-
erness etc.
Vardhamana3%0
Nature - There are two definitions of Vardhamana given by Bharata.
They are the same as the two (of the four) definitions of the
Nisadha hasta.3%
Use : Their uses too, are identical. Sarngadeva, however, has
given a different definition. Two Hamsapaksa hands in svas-
tikka which are turned away are termed vardhamana 392
NRTTA HASTA
Caturasra®3—Two Khatakamukha hands level with the elbow and
shoulders face forward in front of the chest, and are ata
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distance of eight inches from it.

Udvrtta or Talavrntaka’®— Vyavartana of Hamsapakgsa hands.395

Talamulkcha3®—When two caturasra hands form themselves into
the Harmsa paksa, and are placed on their sides obliquely with
palms facing each other, they are termed Talamukha.

Svastika3%?— Talamukha hands crossed on the wrist.

Viprakirnaka3®®—The same; suddenly separated.

Aralakhatakamukha®®— One hand is Arala, and the other khata-
kamulkha 400

Aviddhavakra'® —The foreparts of the arms, elbows and shoul-
ders are turned around sportively, and the palms not facing
each other are joined, i.e., the back of the palms are joined
together,

Sacimukha'®®—The thumb and the middle fingeri%8 of the Sarpa-
$iras hands are joined together and kept obliquely.

OR
The thumb of the Sarpasiras hand is kept in the middle of
the palm and crossed in Svastika.

Recita*®®—Two hands extended palm upwards, are called Recita.
Or, two Hamsapaksa hands making a quick circular movement
are said to constitute Recita.

Ardha-recita®®5—Left hand is Caturasra and right hand Recita.

Uttanavaicita®®—Hands are in Tripataka kept obliquely and sho-
ulders and elbows are slightly bent.407

Pallava*®8—Two Pataka hands are crossed in svastika on the
wrist.

Nitamba*®—The Pataka hands which from the region of the
shoulder extend outwards and fall on the hip.410

KeSabandha*'1—Movement of hands from side to the region of
the head (hair, literally) and back.412

Lata*13—Arms extended obliquely at the sides.414

Karihasta®'5—One hand in Latd is swung from side to side, while
the other is Tripataka at the ear.

Paksavaicitaka*®—The tip of a Tripataka hand touches the hip
and the tip of the other hand, which is in Tripataka too, tou-
ches the head.

Paksapradyotaka*'"—The aforesaid hands kept with a parivartana
movement,

Garudapaksaka*'8—Bharata’s definition does not make this at all
clear. Abhinava’s#1® exposition gives a better picture. Two
hands placed near the hips with palms facing downwards, then
having being joined at each other’s bases, suddenly move up.
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Dandapaksa*®°—Hamsapaksa hands, vydvartana—parivartana mo-
vement, then arms extended.?21

Urdhvamandala®®®—Hands perform the vivartana movement in
the @irdhvadesa i.e. they are circled above.

Par$vamandala®23—Such aforesaid hands when placed on their
respective sides are termed Par$vamandala.

Uromandala®®*~One hand performs the Udvestita and the other
the Apavestita movement and then are circled?2® at the
region. '

Urok Par$vardhamandala®*$—An Arala and an Alapallava are cir-
cled near the chest*2? and then perform the dvartana move-
ment at the sides.

Mustikasvastika®>®—Both hands at wrist, one is kuicita i.e. Ard-
[a,429 the other aiicita i.e. Alapaliava.®3® Then they form
themselves into Khatakamukha and finally Svastika.

Nalinipadmako$§a®® — Vyavartana and Parivartana of PadmakoSa
hands.

Ulbana®? —Alapadma hands with fingers quivering above.133

Lalita®* —Two Alapallava hands near the region of the head.

Valita*®35—Two hands which are in Lata, when crossed in Svastika
at the elbows.

Footnotes

1 The Abhinayadarpana (3-5) and SR clearly ascribe tdndava to
Tandu. Kapila Vatsyayana, too, holds that according to the N§
tandava was composed by Tandu (Vatsyayana, K.. Classical Indian
Dance in Literature and the Arts, Ch. 2, p. 29). NS* 4 265 says the
same— Tandundpi tatah samyagganabhandasamanvitah| nrttaprayo-
gah ststo yah tandava iti smrtek/[ But from a perusal of N§ 4.13-19
it seems that the dance itself (not just the recakas, angahdras etc.)
was composed by Lord Siva himself and he merely instructed his
protege Tandu to teach it to Bharata—maya pidam smytarm nritam
sandhyakalesu nrtyatd/ nanakaranasamyuktairangahdrairvibhigitam|
NS, 4.13. Again NS 4.274 has tasya tanduprayuktasya tandavasya
vidhikriyam i.e., tandava was ‘used’ by Tandu, not created’ by him.

2 NS, 4. 15-16. Bharata had performed. a Dima (i.e. a type of a
play) named Tripuradaha before Lord Siva, the parvaranga of which
had no nrtta. Hence, the concept of nrita in the pdrvaranga was
introduced by Lord Siva and this was called citra piirvaranga, pro-

¢ The B.H.U. ed isused in this Chapter uptil fn. No. 61 ‘except fn. 8 to 17
where G.0O.S. ed. is used). ;
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3

bably because it gave a picturesque quality.
Tvatprayuyukgsitaprayogocitoddhatapirvarangavidhau. Tatpravukta
ime karanangaharah. Sukumarapiirvarange tu devya krta anuddhata
angahdra ityabhiprayat. AB on NS, 4.14; also c¢f. commentary on
NS. 4.273.

4 NS, 4.274-95 make this quite plain. *““Tdandava has been translated

8
.

by some as ‘wild dance’ (Hass, Dafariipa, p. 5), but the adjective
seems to be misleading. From the present chapter of the N§ it
appears that the word meant ‘class dance’ which has been codified.
It is to be distinguished from folk dance mentioned in the later
texts. Tandava was not exclusively a male dance. for the illustra-
tions of the karanas taken out of old bas reliefs and printed in
the Baroda ed. of the NS show that these were performed by wo-
men as well. These karanas were evidently elements of tandava;
lasya performed by women was only a gentle form of tandava.”
Ghosh, M.M., translation of the NS, p. 68 fn.

Prayena randavavidhirdevastutyasrayo bhavet| NS, 4.273.
Devastutyasrayakrtam vadangam tu bhavedathal
Mahes$varairangahdrairuddhataistat prayojayet// Ibid., 4.320.

For details of Vardhamanaka see under tala of gandharva music.
Recitendksiptarecitena ca samastandmuktanamanuktanam cadharad-
yanantabhedanam nispattih. Tathd ca Nandimata uktam— Recitakh-
yongaharo yo dvidha tena hyaSesatah| tusyanti devatistena tandave
tam niyojayet/! AB on NS, 4.263.

NS, 31.332-38; 4B, ad NS, Lc. (G.O.S. ed.).

NS, 31. 339-41; AB. ibid (G.0.S.).

10 NS, 31. 342-44; AB. ibid. (G.0.S.).

11

NS, 31. 345-48; AB, ibid. (G.0.S.).

12 NS, 31. 349-54; 4B, ibid. (G.0.8.).

13

NS, 31. 355-57; AB, ibid. (G.0O.S.).

14 NS, 31. 358-60; 4B, ibid. (G.0.S.).

15
16
17
18

19

20

NS, 31. 361-62; AB, ibid. (G.0O.S.).

NS, 31. 362-67; AB, ibid. (G.0.S.).

NS, 31. 364-67; AB, ibid. (G.0.S.).

In the Nagyasastra, the tandava is described as the dance taught
to sage Bharata by Tandu at the orders of Lord Siva. NS, (B.H.U.,
ed. 1971, Vol. 1), Ch. 4.

The ldsya form of dance is said to have been created by the god-
dess Parvati. NS, 4. 256.

Pindibandhamstato drsiva Nandibhadramukha ganah| Cakruste
nama pindindm bandhamasanm salakasanam|| —NS, 4. 257. A later
work, the Sragdra Prakasa of Bhoja, says that Brahma is the author
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of the pindibandhas—pindyadya brahmanongajah (Vol. 11, pp. 425-
426).

Dvayoh prayokirtaya sukumarasukumaranyttayoh samakdalaprayo-
gena pindibandhanispattith siicayati-Nandibhadramukha gana iti. AB
on NS, 4. 257.

Evamanyasyapi tatha devatasu yathakramarm dhvajabhiitah prayokta-
vyah pindibandhah sucinhitah/. Kumbha described pindibandha as
having the form of pinda and rendered by imitation of the form of
one’s chosen deity. Sa cesta-devataripanukaranena smyto budhaik
lasye cehanukdrena. Vidheya cavispascita pindikarena vijileyah
pindibandhastada punak. Kumbha as quoted in Bharatakosa, p.
886

NS, 4. 258-62.

Tatraite pindibandha adhdarangaprayogasadhakatamabhedadbahu-
prakaram bhidyante. AB (B.H.U. ed., Vol. I), p. 401.

.............. adhare svavapusyake ca vividham systim samasitrayan|
trailokyasthapatistvameva bhagavanvi$vakytirjrmbhasi. Quoted by
AB, p. 402.

Tatra desah kdala iti adharadvyabhedatsapta lokéh trayah kala itya-
dharabhedah dasa. Hastau padau aksini $ira ityangabheda api sap-
teti saptadafa. Ekoneko va prayokta, so’ pi samaprayogo visama-
prayogo veti caturdhakaranena sampadyate angahdrena veti pirvani
caturbhik pascat saptadasena ca gunanadastadhikacatuhiatyadhikam
dvisahasram parameSvarah pindibandhah. AB, p. 401. ‘
Karana is a sequence of dance movements culminating in pose.
Angahara is a sequence of karanas.

Pindi adharangadisamghatah taya badhyate buddhau pravesyate ta-
nubhavena sakalaya va vyomadiripayeti pindibandha akrtivisesah. ...
Akaro badhyate sampadyate punaraneneti pindibandhah karananga-
haradih. Ibid., p. 403,

It is pertinent to quote here a note given on pindibandha in the
Tandavalakganam (Appendix F) :

“The term pindi is explained in a long\note in the commen-
tary. The word literally means the cavity in the plinth of an idol
into which the latter’s lower portion fits smugly for stability. The
connotation of the expression seems to have expanded through
successive stages until in the end it came to embrace such abstract
concepts as ‘the prime attribute’, ‘the root cause’ etc.

*Pindibandha meant at first the concrete symbol which was
created in the course of a deity’s dance (for example, the ecstatic
dance of Siva) and thereafter came to be associated with and signi-
fy that deity. We may cite here as an example the linga. This form
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was created by Siva when he danced his impassioned angahdaras,
and it emphasises the unified masculine-faminine nature of the
supreme God-head. Siva is formless and the linga, which is the
nearest approach to the formlessness of a concrete symbol, repre-
sents his masculine aspect, and the pedestal which receives this
linga represents the feminine aspect.

“Pindi may also mean the angahdras and karanas introduced in
the dance to signify a particular deity. The meaning now expands
to include the consort, the vahana, the weapon, and other imple-
ments of that deity.

“Pindi also means the favourite karana of a deity with which
he is appeased. Iévari, for example is pleased when talapuspaputa
karana is danced. I$vara is propitiated by the nisumbhita.

“Whenever any deity is to be indicated the dances apppropri-
ate to his nature are to be performed. In the intervals between one
such dance and another the dance appropriate to his pindi are to
be danced.

““Finally, pindi appears to stand for any characteristic attribute
of a deity (for example, personal beauty of Laksmi, continuous
flow of Ganga, etc.).”

...... talapuspaputa-karanena karmaviSesasiicakena Bhagavatyah pa-
ritosanam sampadyate. ‘Tilake ca karah sthapyal’ ityabhinayena
Bhagavatak paritosah. ‘Nikuititau yada hastau’ ityanena trisiila-krt-
irya kayasampattih. Garudaplutakena tarksyakaragatisicanam. Gan-
gdvatarena dharapindi. Nagapasarpitena bhogipindi. ‘Prasaryotk-
sipya ca karaw’ ityangaharena akariyabhasmatriSalaSivalingadipindi-
nigpattih. Ibid. p. 405.

Pindinam vidhya$caiva catvarak samprakirtitah] Pindi Srakhalika
caiva latabandho’ tha bhedyakahl| NS, 4.292.

Pindibandhastu pindatvat gulmah Srikhalika bhavet| jalopanaddha
ca lata sanrtto bhedyakah smrtah/| NS, 4.293.

Vatsyayana, K., op. cit., pp. 33-4. .

Tatra vifesantarahitam hrdyamekaprayojyam pindibandharipamity-
ekah prakarovisesanamadheyavirahatsamanyasabdenokiah Tadiha—
pindibandhah pindatvaditi. Nartak idvayayojyah paraspara-samban-
dha eva pindibandhadvyaprakarah sajatiyo va ekanala vabaddhakama-
layugalavat vijatiyo va hamsavadanaparigrhitanalanalinavat gulmah
§rikhalikasabdavacyah. Nartakitrayaprayojydstu tato’pi vaicitrya-
sahisnutvajjalavadvicitratarm gacchatpirvavatsajatiyavijariyatmalata-
bandhih. Nartakicatustayaprayojydstu..... jiato bhedyakah. AB, pp.
462-3. ““They are done by one or more nartakis...... That done by
one is a simple pindi. The pattern executed by two looks like two



35

36

37

38
39
40
41
42
43

44

45

Dance and the Language of Gestures 155

lotuses on a stalk, or a swan holding by its beak a lotus stalk with
the lotus. This pindi by two is called a gulma or érikhalika, the
pattern formed by three is jala, by four latabandha.” Raghavan,
V., Bhoja’s Sragara Prakasa, p. 588.

Pindibandhah kanisthe tu $rakchala tu layantare/

Madhyame ca latabandhak jyesthe caivatha bhedyakah.[| NS. 4.294.
For meaning of dsdrita see fn. 43. For details Chapter on tdla.
Eka tu prathamai yojya dve dvitiyar tathaiva cal

Tisro vastu trtiyam tu catusrastu caturthakam| NS§, 4.291.

“Of these the gulma is a general collective dance, the §rakhala
is the dance in which partners hold one another’s hands, the lata
is the dance of two putting their arms around each other, and
bhedyaka is the dance of each one separately away from the
group.” Ghosh, M.M., translation of the Natya$astra, p. 71.

Vatsyayana, K., op.cit., p. 34.

L.c. ;

Tils

For sajatiya and vijatiya pindibandhas see fn. 34,

NS, 4. 276-94.

Asaritam gitam, Kavi, Ram Krishna, BharatakoSa, p- 64. Asarita

is a kind of music in many parts and with a fixed and elaborate
tala or beat structure for each part. Its parts, mulha, pratimukha,
deha aad samharana were compared with udgitha, prastara, prati-
hara and nidhana respectively of saman singing. Some compare 2
further asarita component, the $irsaka with the Samic part called
upadrava. L.c. Four asaritas with different zala-structure have been
described in the NS. These are in order the Kanistha, Layantara,
Madhyama - and Jyestha respectively. These were distinguished by
the number of beats they required. (The connection of pindibandha
with dsarita is mentioned elsewhere too. Prayogastu yadd tvesam
pirgdibandkairvikalpyate/ pratyekam hyangavinyasastada tesam pr-
thak-prthak]] —N§, (G.O.8. ed.), 31. 77.

Upohana was rendered in the first few initial kalds or beats of the
mulkha part of the asarita. NS (G.O.S. ed.), 31. 79.

Prayujya gitavadye tu nigkramennartaki, tatah| anenaiva vidhanena
pravifantyaparah prthek|f —NS, 4. 283. Anyascanukramenatha pin-
dim badhnanti yah strivah| tavatparyastakah karyo yavatpindi na
badhyate|| — NS, 4. 284, Abhinava explains that niskrama here
does not mean that the dancer will totally leave the stage, but sim-
ply that she will follow another. Sa niskramedapasaret, na tu sar-
vathaiva nirgacchet. Dve dvitiyamiti Vaksyamanatvat. Aparah kim
yugapat-pravisanti netyaha. Prthak ekaikakramena pravisedityar-
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thah. ABon NS, 4. 279,

Tatha hi ekam tu prathamamityaira prathamasaritamabhinayati.
Tato Dvittya dvitiyasaritam. Tatsamakalam tu prathama kevalam-
angahdram karotiti. Evam trtiydsaritarthamabhinayati. Tada dve
angaharam prayuiijate. Caturthi caturthasaritabhinayawm yada karoti
tisr’ongahdram raiijayanti. Anye tvabhinayaprayoga pi sahitatama-
huk. AB on NS 4. 294.

Pindim badhva tatah sarva niskrameyuh striyastu tahl
pindibandhesu vadyam tu kartavyamiha vadakaikj] —NS, 4. 285.
AB on NS, 29. 112. Cf. Kavi, Ram Krishna, Bharatakosa, p. 416.
Ibid., pp. 588-89.

NS, 31. 188.

Ibid., 31. 88.

Sticabhinayah

Bhavisyadarthanugamadvakyartho vakyameva tatah/

Siicabhinayano natye vedibhih pratipaditah]|

—Vemabhiipala quoted by Kavi, Ram Krishna, Bharatako$a, p.
969. le. that is known as siicabhinaya where vikya or meaning
connected with future events is indicated first by dngika and then by
vocal acting,

Sequence of ten karanas—Kavi, Ram Krishna, Bharatakosa,
p. 310; SR, Vol. 1V, pp. 806-7.

AB (B.H.U. ed.), Vol. I, pp. 435-37.

Anekanartakiyojyam citratalalayanvitam acatussasthiyugaladrasa-
kam masrnoddhatam. Ibid., p. 437.

It may be noted that pindibandha arose out of sukwumara and asu-
kumadra nritas.

Sodosadvadas® astau va yasminnrtyanti nayika pindibandhadivinya-
saif rasakam tadudihrtam.—Bhoja’s Syagara Prakasa, Vol. 1, pp.
425.

Latakhyabhedyakaik gulmaik nandpravrtta-pradarfakaih patraire-
katva-samyuktam pindibandham tu karayeta. 1bid., p. 427.
Paribhramantyah vicitrabandhaik ima dviso® sanartakyah khelanti
talanugatapadah tavangane drfyate dandarasah— Karpiaromadjari,
4.10.

Mandalena tu yannrttam hallisakamiti smrtam ekastatra tu neta
syadgopastrinam yatha harik. AB (B.H.U. ed., Vol. I), p. 437.

The use of pindibandha in the pirvaranga appears to have become
obscure by the time of Abhinava, although he clearly knew the
practice. It is possible that it had fallen out of use in the dramatic
tradition but continued in the folk tradition. This is suggested by
these lines—
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Nanu sarvo’yam pindibandhaprakara ihopayogi va na vetyasankydho
...... na cayam pindihandhaprakara laksye vicchinnah. Kevalamytty-
na-kaksayoh patitamahausadhivad anavasthitairabhyuddhartum na
Sakyate savadhanataya tu $akyata eveti natralasyam Srayitavyam an-
yatha katham prayogamahuh. AB on NS, 4. 295.

61 It should be remembered that in folk culture full creativity is not
standardised per se. While standard forms are created out of it, in
itself the folk tradition varies continuously. The relationship of
the dialects to the standard language illustrates the relationship
of folk forms to classical forms in arts.

*62 NS, (G.O.S. ed.) 10. 51.

63 Ibid., 10. 52-58.

64 Ibid., 10. 90-93.

65 AB on N§, 10. 53,

66 NS, 10. 58-61.

67 Ibid. 10. 61-65.

68 How Kapila Vatsyayana (op. cit., p. 78) holds that the two feet
are “two talas and half apart” is not understandable.

69 NS, 10. 65-67.

70 According to Sarngadeva the feet are at the distance of only one
tdla from each other. But he further says that according to some
the feet are kept at a distance of four talss probably hinting at
Bharata. SR (Adyar ed.). Vol. 1V, 1046.

71 NS, 10. 67-70.

72 Ibid., 10. 70-72. Bharata has not named the presiding deity for the
Pratyalidha and Sarngadeva has given it as Rudra, the same as
that of Alidha. SR, Vol. 1V, 1052-53.

73 NS, 12. 160. Saimgadeva besides enumerating these three gives
four more, Gatagata, Valita. Motita and Vinivartita. that is seven in
all. He also gives the presiding goddesses for each, which Bharata
does not.

74 NS, 12. 162-67. Sangadeva seems to be stressing on the fact that
this sthana is to be assumed on entry to stage i.e. in the piirvaranga
and even quotes Abhinava’s view on it. SR. Vol. 1V, 1057-62.

75 NS, 10. 167-72.

76 Ibid., 10. 172-75.

77 Ibid., 10. 8-10.

78 Ibid , 10. 11-13.

79 Ibid., 10. 14.

80 Ibid., 10. 15.

#* From this pcint the references are to the G.0.5 ed. unless otherwise stated.
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Ibid., 10. 16.

Ibid., 10, 17.

Prsthata iti parsniprade§é—AB on NS 10. 17.

Tasyeti dakgsinasyapasarpane svapars vardhatrya$ritataya sthitih Ibid.
NS, 10. 18.

Atha casagatih savya iti savyopasarpatyeva sarvatrd. Prasarita iti
talamatramagratah punah sa evapasarpito dvitalamatram pa$canni-
tah, vamah savyena sahapasarpati. Kificidutplutya savyavamapasar-
patah §lisyatasceti tatrasamapasarpanddau cagasyeva gatih casaga-
tik. savyopasarpicetyanye pathanti tatra savyosarpasabdayoh Slista-
tvamapasarpanam carthak AB on NS, 10.18. :
N$,10.19.

Ibid., 10.20.

Abhinava says that since this is like the movement of a goat,
it is termed thus, for elaka means goat. 4B on NS§, 10.20.

NS§, 10.21.

Ibid., 10.22.

AB on NS, 10.22.

NS$, 10.23.

The other foot is in sama position says Abhinava—athaddita.......
tena samasthita eko’gratalasaicarah padah dvitiyah. AB on NS,
10.23. :

NS, 10.24,

Recakam nritahastamatram kecidahuh. AB on NS, 10.24.

NS, 10.25.

AB on NS, 10.25.

NS, 10.26.

AB on NS, 10.26.

NS, 10.26.

AB on NS, 10.26.

NS, 10.27.

AB on NS, 10.27.

NS, 10.28.

AB on NS, 10.28.

N§, 10.30. Y
Athatikranta .. ... kuicitam tad dvitiyagulphaksetre krtva kificit pur-
atah prasarya prakrtibhedena catustalantaramutksipyagrena bhiimau
nipatyata iti gantavya tikramadatikranta. AB on NS 10.30.

NS, 10.31.

Athapakranta @rubhyam valanalaksitam (baddhnam) parvam krtva
tatah padamuddhrtya par$ve kgipedityapakramanadapakrantd. AB
on N§, 1031
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111 NS. 10.32.

112 Atha par$vakranta kuiicitam padari svapdr§venopari nitva bhiimau
parsnya patayediti. AB on NS, 10.32.

113 Having just stood in agratalasaficara, the heel is dropped to the
ground, i.e. falasaficara-aficita movement. NS, 9.266.

114 NS, 10.33.

115 Ibid., 10.34.

116 Atha siici—janardhvam joniparyantai janghdm prasarayet, yadi va
[janorirdhvamilruparyantam jangham sakalam prasaryagrayogenapat-
ayediti. AB on NS, 10.34.

117 NS, 10.35.

118 Atha niipurapadika.....aficitam krtva tam prsthatch sphikaparsni-
§lesaparyantarh nitva svapar$vegratalendiicitam jaighayam patayediti
AB on N§, 10.35.

119 NS, 10.36.

120 fbid., 10.37. g

121 4B on NS, 10.37.

122 NS, 10.38.

123 AB on NS, 10.38.

124 NS, 10.39.

125 AB on NS, 10.39.

126 NS, 10.40.

127 Ibid., 10.41.

128 AB on NS, 10.41,

129 NS, 10.42.

130 AB on NS, 10.42.

131 NS, 10.43.

132 AB on NS 10.43.

133 SR, Vol. IV, pp. 948-49.

134 Uru-janu-janghasya stabdhatvena dandakavatvat dandapada. AB
(G O.S. ed.), Vol. 11, p. 105.

135 NS, 1045.

136 AB on NS, 10.45.

137 NS, 4.61. Abhinava explains — The right foot is extended through
the Adhyardhika Cari, the two hands are brought to the right side
with the vpavartana movement and then with the parivartana to
the left side. Then beneath the left and right breasts is formed
the puspaputa karana through the combination of talasaficara foot
and puspaputa hand. The limbs are in saugthava. He also gives
the purpose of the karana. AB on NS, 4.61.

Essential part of the dance is the pirvaraiga. This karana is
connected with Parvati and is used for appeasing the Goddess. Afa

'
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eva “padagrasthitaya” ityatra talapuspaputakaranena karmavisesa-
siicakena bhagavatyah paritoganam sampadyate. AB on NS, 4.263.
Bharata simply mentions the svastika at the wrists and the vydvar-
tana and parivartana movements, NS, 4.62.

Abhinava explains thus—After having formed the svastika
(i.e. hand crossed at the wrists) in front of the chest but separate
from it, the vyavartita and parivartita movements should be made,
and the hands made to fall palm on the thigh. If two witana pa-
taka hands are made to fall it represents jealousy; pataka hands
with palms turned down and rubbed indicate anger. Thus, in this
karana there can be other poses too like katakamukha, Sukatunda
etc. in accordance with different applications. According to some
there is agratala-saficara. AB on NS, 4.62.
NS, 4. 63. Bharata mentions the vydvartana. parivartana and Suka-
tunda of the hands and the valita inward position of the thighs.
Abhinava says—The hands make the vydvartita and parivartita
movements simultaneously from the chest and with the aksipra
cari are brought together through the parivartana movement and
placed there (i.e. on the chest adopting the Sukatunda pose with
the palm facing down, The movement is by dksipita cari and stasis
by baddha cari. (It may be noted that there is valana of the thighs
in baddha cari). This karana is used to represent the bashfulness
of a shy and artless girl. AB on NS, Lc.
NS, 4. 64.
Abhinava mentions the akgipta cari. He also says that this karana
is used to indicate jealousy and anger.
NS, 4. 65.
Abhinava explains that the ‘pralambita’ arms of Bharata mean Jata
pose—i.e. the arms are extended obliquely.
pralambitau karaviti latahastau mantavyau na tu dolahastau. AB on
NS, 4. 65.
NS, 4. 66. Abhinava says that the @rdhvamandala (nrtta hasta)
movements is first made and then the a?jali pose (which Bharata
mentions) on the chest. He says that this karana is used in indica-
ting the entreaties of a lover. It is not used for pranama to the
gods, because that is done by the afjali pose of hands near the
head. AB on NS, 4.66.
After taking the caturasra pose the hands form the recita move-
ment, i.e. hamsapaksa hasta making a quick circular movement,
then aviddhavakra i.e, with vydvrtta movements, arms are brought
down and up from the region of the head, then from svastika (at
the chest). Then they are separated and form the paksavaiicita
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and paksapradyota nrtta-hastas at the hips. AB on NS, 4.67.

NS, 4.68. Abhinava expounds thus—Having adopted the caturasra
pose of the hands, while performing the vicyava cari, the hands
should make the @irdhvamandala gesture preceded by the udvegtita
movement, and then make the svastika. The sthana adopted should
be mandala. This karana is used for indicating scorn or contempt.
AB on NS, 4.68.

NS, 4.69. Bharata simply states that there is nikuttana of the hands
and feet. Abhinava explains thus—Nikuttana of the hand is the
falling and rising of the little finger in the alapadama hasta. Nik-
uttana of the feet is the same thing as udghatita feet (i.e. toe heel
movement). Thereafter he explains the sequence—Assuming the
mandala sthana and standing with the caturasra nrtta hastas, the
right hand is brought with an udvestita movement to the hump of
the right shoulder, and nikuttana (with the little finger of the
alapadama hasta) is done there. The right foot does nikuttana by
the udghattita action. Then, the left hand is made to do the avid-
dhavakra movement, once again the caturasra nrtta hastas are for-
med and nikuitana done. Similarly the left foot does the udghat-
tita movement. This is employed to indicate self-adultation. AB on
NS. 4.69.

Nikuttana of only one side. NS, 4.70.

NS, 4.71. Bharata simply mentions the chinna kati or waist and
the pallava hands. Abhinava explains—Loosely formed pataka
hastas at the waist are called pallava. Thus the shadow both of
pataka and dalapallava. Valana of the waist is a chinna kati. There-
after he explains the karana—Having executed the bhramari cari
(on either side) the mandala sthana is assumed, and the pallava-
hasta is formed at the shoulder. The same is done on the other
side. This has to be repeated three or four times. This karana is
used to express wonder. AB on NS, 4.71.

NS, 4.72. Abhinava expounds thus—Having assumed the mandala
sthana one hand as khatakamukha is held near the chest, and the
other moves away and then forms the siicimukha near it. The foot
performs the nikuftana movement and side is sannata. Indicates
bemusement. AB on N§. 4.72.

NS, 4.73. Abhinava explains—After the caturasra hands are pla-
ced at the chest, they (the hands) execute the recifa movement.
Then with the vyavartita movement they are brought to the chest
which is bent forward (abhugna) and the hands are crossed in
svastika. The legs are also crossed in svastika. This karana is
used to indicate bashfulness and repentence. 4B on NS, 4.73.
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152 NS, 4.74.
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Abhinava prescribes the aviddha cari—aviddha cdrya cdsya prayo-
gak 1t is used for indicating pride born of wealth—etasyatisaubha-
gyadi-janitagarvavisayah prayogak. AB on NS, 4.74.

NS, 4.75.

There is a jump and then svastika of the hands and feet are for-
med—yugapadeva hastapadasya svastikam racayet..... AB on NS,
4.75.

NS, 4.76. Abhinava expounds—While the two arms are extended
in wudvestita movement, the apakranta cari is executed. While the
apavestita movement is performed the other foot performs the sici
cari. Then the svastika is formed with the feet and hands. Due to
the turning of the trika, the svastika is at the back and hence this
is called prstha svastika. AB on NS, 4.76.

Amara defines trika as ‘the lower portion of the spine where it
meets the pelvic bones’.

NS. 4.77.

AB on N§. 4.71.

NS, 4.78. Abhinava explains—the alata cari is performed with the

right foot and the right hand executing the nitamba nrtta hasta
(the extending of hands from the shoulder) the caturasra nrtta
hastas are assumed. The left leg performs the d@rdhvajanu cari. This
karana is employed in lalita nrtta i.e. the lasya style of dancing.
AB on NS§, 4.78.

NS, 4.79. The text of Bharata does not at all give a clear picture
of this karana. Since it is named katisama, there should be a
movement of the waist; but how ? This is explained by Abhinava.
He says that after performing the akgipta and apakranta caris and
having formed a svastika with the hands, the two hands are placed
thus —One on the navel as khatakamukha hasta, the other an ardha-
candra hasta is placed on the other side of the waist. This side of
the waist is in the nata pose and the other is raised. When accom-
pained by the vaisnava sthana, this is called katisama. It is used by
the sitradhdra at the consecration of the jarjara in the péarvaranga.
AB on NS, 4.79.

Abhinava takes udvahita to betoken a raised side and not udvahita
chest as usually interpreted. Cf. Kapila Vatsyayana, op. cit. p.
141. Udvahita chest here seems to be irrelevant. In fact, Abhinava
describes here the nata and udvahita of the waist which seems a
more appropriate interpretation for the karana termed katisama.
NS 4.80. Abhinava expounds thus—The two hands placed near
the heart make a vydvrita movement all around i.e. high up and
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and are thrown down at the sides. Then, one hand forming the
recita movement i.e. hamsapaksa hasta with a quick circular mo-
vement is brought downwards to the chest. The other hand in a
recita movement too, is taken away (from the body). The feet are
aiicita and siici. This is used in representing a series of giving and
receiving. AB on NS, 4.80.
NS. 4.81. While one hand performs the vydvrtta movement, the
foot on the same side is stretched out (vikgepa). The other hand is
in the caturasra pose. Then the former hand makes the parivartana
movement, and the foot is brought back (@ksepa). This karana is
used to represent going and coming. However, Abhinava says that
the application of this karana is to be in between pieces of abhi-
naya, in moving about, in the course of caris and sthanakas which
are used while fighting is being shown and for indicating arrange-
ment for keeping time i.e. tala AB on NS, 4.81.
NS. 4.82.
Abhinava says that the left hand is khatakamukha vamiti khataka-
syam.... padabhyamevasvastikayogadardhasvastikam. AB on NS,
4.82.
NS, 4.83.
Sa eveti yo' rdhasvastikakarane karihasta uktah sa eva vydvartita-
karanena yada nasaksetre alapallavakrtitva-daficita-sarananukari
tadaiicitam. AB on NS, 4 83. Abhinava says that when with the
vyavrtta and parivartita movements the karihasta (which as used in
ardha svastika) is brought near the nose and forms the alapallava
hasta, then it is the aficita karana. Kapila Vatsyayana has classi-
fied this karana alongwith the pada or feet karanas. Neither Bha-
rata nor Abhinava mentions the aficita-foot. Bharat clearly says,
aicito nasikagre.. i.e. aficita at the nose-tip. It is obvious that the
aficita foot cannot be brought near the nose. Obviously therefore
it refers to the hand. From the 4B it is clear that this means the
alapallava hasta. The SR (Vol. 1V, pp. 591-5), too, mentions the
alapadma hasta and has not mentioned the aficita foot anywhere. It
may be noted that in karanpas 9, 71, 104, 105 where the aficita
hand has been mentioned it denotes the alapallava hasta. The
svastike foot which Dr. Vatsyayana refers has not been mentioned
anywhere (op. cit. p. 143).
NS, 4.84.

.. hastau tu padavasadvyavartitaparivartitau bhavatah. Kramena-
iko dolahastau parah khatakasya iti, AB on NS, 4.84.

1702 In fact. there is an oblique turning of the entire body specially

knees, thighs and waist.
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NS, 4.85.

The hand movement has not been specified in the N§. But Abhi-
nava says one hand forms the ardla above the knee, the other is a
khatakamukha hasta near the chest—eko hastah kuficitastanasama-

Jjanaparivodhvamukhoraralo va. tatraparastu vaksasthah khatak-

amukhah. AB on NS, 4.85.

NS, 4.86.

Vrfcikakhye karane yah pado vaksyate padah prstharcitastatha iti
(NS, 4.108); sa vrscikaSabdenehocyate. Tena pascatprasaritam cara-
nam krtva tadekam ca caranai krtva tadekam ca hasta Sirah par-
$vaksetre’ ralam dvitiyaim ca nasagraksetranusari vaksasyaralameva
kuryat.—AB on NS, 4.86.

NS, 4.87. The mattalli cari is used here. Abhinava expounds thus—
Having made a svastika with the ankles, the feet move away. Sim-
ultaneously with the svastika movement the feet is the udvestita
movement of the hands and the forming of the nitamba nrtta has-

- ta. At the time of the upasarpana or moving away of the feet. the
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177
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avestita of the hands is executed. This karana is used to represent
intoxication. AB on N&, 4.87.

NS, 4.88.

SR, Vol. 1V, 631-32 mentions nitamba and kefabandha nrtta hastas
in context of the right hand.

NS, 4.89.

Ibid., 4.90.

Kapila Vatsyayana takes this to be siicividdha cari (op cit., p. 143).
It may be pointed out that firstly there is no single cari of such a
name —siici and aviddha are two different edris. Secondly, a close
perusal of the verse in the text will show that itis grammatically
not possible to break up “sacividdhavapakrantau (NS, 4.90) into
sicividdhau and apakranta. 1t is sicividdhau and apakratau. Sici-
viddhau is clearly explained by Abhinava as one foot siici and the
other viddha i.e. pierced by it and thereafter apakrantad cari—siica-
khyena padena dvitiyam padarm viddham vidhaya sa eva sacipadopa-
krantacariyuktah karvah. AB on NS, 4.90. This fact is again ex-
phasized when he clearly defines the siici as a foot movement not
siici or sacividdha (?) cari. Abhinava says—Ultskipta tu bhavetpar-
snirangagrend samsthitah.

NS, 4.91.—Abhinava explains—The hand indicated here is the
siicimukha. That is moved away from the body. Simultaneously
the siici foot which had been formed is also moved away. Then
by the bhramari cari, there is turning of the trika. ...... Sacimulkho
hastah, sa dehakgsetradapasrtak karyah. Tatsamakalam sicipado® py-
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asritah Tato bhramarikam carim krtva...... tadidam trikvalanadva-
litam. AB on NS. 4.91.

182 NS, 4.92.

183 Ibid., 4.93.

184 Abhinava mentions the nitamba and kefa-bandha nytta hastas in
context of vivartana of the right hand (4B on NS. 4.93). So does
Sarngadeva—*nitamba-kesabandhadivartano daksinah karak. SR,
Vol. 1V, p. 634.

185 NS, 4.94,

186 Ibid., 4.95.

187 Ibid., 4.96.

188 Abhinava mentions the bhramari cari in context of the turning of
the trika—tena bhramarikaya carya trikvalanam krtya tato niiptira-
padikam carim yena padena karoti. Taddikenaiva hastena recitam.
Dvitiyo latahastah. AB on NS, 4.96.

189 NS, 4.97.

190 Ibid., 4.98. Kapila Vatsyayana mentions the bhramari cari for this
karana (op. cit., p. 125). The turning of the trika and the name of
the karana itself do suggest the bhramari cari, but neither Abhi-
nava nor Sarngadeva have mentioned the bhramari cari. Instead,
they refer to the aksipta cari here. The aksipta and svastika feet
have been mentioned by Bharata, and it is true that the aksipta
cdri uses both the akgipta movement and finally svastika of the
feet. Perhaps, the bhiramari cari was performed after that. Accor-
ding to Abhinava, udvestita indicates ulbana nrtta hastas. The tech-
nique as explained by Abhindava seems to be thus—The foot is in
the akgipta cari. Simultaneously the wdvestita hand movement is
performed. The lower part of the spine is curved and the feet form
svastika. The same is performed on the other side. The hand as-
sume the wudvestita that is ulbana nrtta hastas—Padamaksiptacari-
kam tadaivodvegtitam karam, SR, Vol. IV, p. 641-42. Tenaiva yoja-
na-svastikanantaram padamaksipya ratsamakalamudvestya.... udveg-
titamekam hastam krtva punardvitiyenangena tathaiva cakarantadva
lanantaram svastika eva padah. AB on NS, 4.75.

191 NS, 4.99.

192 Abhinava explains that adcita should be taken to mean dlapallava
—aiicita ityalapallava. AB on NS, 4.99. He further says that this
karana is used to represent the actions of the vidiisaka that produce
wonder—etadvidisakasya savismayasiicyabhinayadau. I.c.

193 NS, 4.100.

194 Ibid., 4.101.

195 Abhinava explains that the hands indicated by Bharata in this
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karana are dandapaksa and the cari dandapadadandavaddhastaviks-
epena recanena ca dandapakgau sicyete. Padaviksepana tu dandapa-
da cari. AB on NS, 4.101.

NS. 4. 102.

Abhinava explains the vrfcika foot as thigh rotated backwards and
the sole of the foot turned upwards. Hands are alapallava. It is
used to represent wonder, desire for aerial movement, etc. Prstha-
bhage recitajaighdmuttanatalam vréciko’ palaksitam caranam krtva
dvavapi hastau svabahuSirasyalapallavau. AB on NS, 4. 102.

NS, 4. 103. Abhinava expounds thus— Having performed the sici
cari, the left foot quickly moves away. The right foot is placed on
the side. Simultaneously with the twisting of the back, the recaka
movement is made with the hips. Or, the bhrdmari cari is executed
and the vyavrtta and the parivartita movements made with the
hands which finally form themselves into the caturasra hastas. It is
used in moving about and also to fill up the pauses in music in
between the tdlas i.e. various time measures in music. AB on NS,
4. 103.

NS, 4. 104.

Vamarm caranam bhiimau. AB on NS, 4. 104

NS, 4. 105. Abhinava explains that in katiccheda the raising and
lowering of the heels as also the sides is performed. 4B on NS, 4.
105.

NS, 4. 106.

Ibid., 4. 107.

Aficita has been explained here as karihasta by Abhinava —Hastasya
bahusirasyaiicanena karihasta-prayogak sicyate. AB on NS, 4. 107.
NS, 4.108.

Ibid., 4. 109.

Ibid., 4. 110.

Ibid., 4. 111. The aksipta hands, which Bharata mentions, are ex-
plained as vyavrtta and parivartita movements and finally khatak a-
mulkha hasta at chest. They are used in vigorous movement. AB
on N§. 4. 111.

NS, 4. 112,

Abhinava explains that kuiicita indicates alapallava—daksinahas-
tafca kudcitah uttanalapallavaripo vamaparsve vidheyah. AB on NS,
4. 112.

Abhinava explains the nata or bent foot as the right knee bent on
the ground in a half kneeling position—adya nata iti janugamanena
bhiitalasasicaro laksyate. L.c.

212 NS 4113
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Sarngadeva says that the hands are dola hastas—the body is bent
inwards, the arms touch the ground and a wheel like spinning
movement is performed.— Yatra krtvadditam carim dolabhyam
cakravadbhramet antarnatena gatrena tadic@scakramandalam. SR,
Vol. 1V, pp. 671-672. The wheel-like spinning suggests an acrobatic
and not a dance movement. The sculptural representation of Chi-
dambaram, too, suggests this.

Abhinava mentions the addita cari here—addita catradau cari. AB
on NS, 4. 113.

NS. 4.114,

From Abhinava’s commentary we know that the svastika and apa-
srta (i.e. moving away) movement of feet mentioned by Bharata
indicates the sthitavarta cari—Ityanaya (sthitavartayd) carya’ pasa-
ranam svastikasya karyam. ABon NS, 4. 114,

NS, 4. 115.

Abhinava says that the akgipta foot indicates the akgipta cari and
the hand is khatakamukha. 1t is used in the movement of the vida-
saka—akgiptaya padacarya parvasya kificinnamanena hastasya ca-
turasrasya khatakamukhsya ksepah iti. AB on NS, 4. 115.

NS, 4.116.

Patakau hastau parsparasamsligtaviti AB on NS, 4.116. used in con-
text of siitradhara. I.c.

NS, 4.117. Abhinava explains thus—The right foot kept with the
thigh made stiff is kept at a distance of two and half talas from
the left foot. Simultaneously the left arm kept stiff at the side is
formed into the alapallava hasta with the tip slightly spread out.
ABon NS, 4.117.

NS, 4.118. Abhinava—The vidyudbhranta and dandapada caris ha-
ving been performed the hands moving around in the same direc-
tion by udvestita and apavestita movements, are bent and thrown
backwards sidewards. Tena vidyudbhrantadandapadabhyam cari-
bhyam udvestitapavestita recakavartanaya par§vayok prsthe’gre ca
hastapadaviksepah. AB on NS, 4. 118,

NS. 4 119,

Casagatyd cdryd prayogah hastau ca kificidudvestitapavestitaripau
dolaveveti. A isat vartanam hastapadasya vatra tadidamavrttam
karanam. AB on NS, 4. 119.

NS, 4. 120.

Abhinava says that the dolapada cari is preceded by the drdhva-
janu cari— pirvamirdhvajanu tato dolapada AB on NS, 4. 120.

N§. 4.121.

Akgsiptaya carya vamapadamaksipya svadehaksetradapasarita-vrttya-
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vartya hastam ca vyavartitaparivartitabhyam tathaivaksipya trikam
bhramarikaya valayet. AB on N§, 4. 121.

NS, 4. 122. Abhinava explains the karana thus—With one foot in
the siici, a svastika is made at the ankle with the other foot. With
the vyavrtta and parivartita movement the waist should be twisted
around and back on one side. Then the baddha cari is performed
and hands perform the recita movement. AB on NS, 4. 122.

NS. 4. 123.

Ibid. 4. 124. Abhinava explains thus—The left foot is in kuficita
near the heel of the other foot. The chest is raised high. The
hand at forehead is the khatakamukha. Abhinava further says
that according to some the foot here is the vrécika type. This
karana is used in tdndava for the appeasing of Mahedvara. 4B on
NS, 4. 124. According to Samgadeva the vrécika karana does not
pertain to the foot here but to the hand. i.e. (according to some)
the hand should be as in the vrécika karana—yadva vrécikahastah
syadabhineyo mahe$varah, SR Vol. 1V pp. €82-93. Tilaka ca karah
syaya ‘‘ityabhinayena bhagavatch paritosoh AB on NS, 4 263.
NS 4.125.

Ibid., 4. 126.

Ibid., 4. 127.

Ibid.. 4. 128,

Abhinava explains aficita as karihasta. AB on NS, p. 128.

NS, 4.129.

Abhinava says that either the atikranta or dandapada cari is indi-
cated here (by Bharata)—atikrantaya carya dandapddayd va carana-
mutksipyakgsiptam krtva tathaivagre nipatayet. AB on NS, 4. 129.
NS, 4. 130.

Vrécikavaccaranam. AB on NS, 4. 130.

NS, 4. 131.

Saingadeva says that the hand at the chest is khatakamukha—SR,
Vol. 1V, pp. 690-92. Abhinava mentions this hand pose, but does
not specifically say that this was vakgsasthah i e. hand at the chest.
Abhinava himself considers that it is the dlapallava hand near the
cheek, but opines that some others think that it is the sdcimukha
nritta hastas— aficita alapallava yo gandaksetra.. anye tu sacimukham
nritahastam gandaficitam punal kriyavistamahuk. AB on N§, 4.131.
This karana was used in the adorning of the cheek and hence must
have been used in lasya.

NS, 4. 132. Abhinava expounds thus—The hands perform the
drdhva-mandala movement. One foot a siicipada, with the baddha
cari makes a vivartana. (the thighs are twisted). The trika is turned
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by the bhramari cari —Urdhvamandalinau hastaviirdhvadesavivarta-
nat. Sicilaksanasca. (NS. 10.34). Pado baddhacarimasritya vicitra-
riipataya dvitiyapade vartitah anyonyajanghasaimvedhaditi tatopi bhr-
amarikaya trikam parivartitamahuh. AB on NS, 4.132.

245 NS, 4.133.

246 Abhinava mentions the ardha-candra hand —Katyamardhacacandra
iti par§vajanu. AB on NS, 4.133.

247 NS. 4.134.

248 Abhinava explains that the extended hands refer to latdhasta at
the sides—latahastam ca parsvagau. AB on NS, 4.134.

249 NS, 4.135.

250 Abhinava explains that sennata hasta means dola hastas—sannatau
ca doldhastau. AB on NS, 4.135.

251 Abhinava also says that there is a slight jump with the harinapluta
cari and svastika of feet formed thereafter—(harinaplutaya) ityanaya
caryotplutyagradese padam svastikam kuryat. AB on NS, 4.135.

252 NS, 4.136.

253 Bharata does not specify the hand movements, nor does Abhinava.
But Sarngadeva does. One hand is khatakamukha at chest, the
other alapadma at head— Khatakakhya$ca taddiko hasto vaksasya-
thaparak. SR Vol., 1V, 698.

254 NS, 4.137.

255 siici pada here does not denote the sici foot but siici cari, sici-
caryd eva padeh. AB on NS 4.137.

256 NS, 4.138.

257 Ekah katisthitah paksavaficitako® ardhacandro va dvitiyah khataka-
mukha eva vaksasi. AB on NS, 4.137.

258 NS, 4.139.

259 Ibid., 4.140.

260 Abhinava mentions the bhramari cari. AB on NS, 4.140.

261 NS, 4.141.

262 Samakalameva tatpar$vagam $irah. AB on NS, 4.141.

263 NS 4.142.

264 Ibid , 4.143.

265 Bharata and Abhinava both do not specify the position of the
hands. However, Sarngadeva does. He mentions the do/a and the
khatakamt kha hastas— Harinaplutayd carya dolakhatakahastam
harinaplutakhyatam namoktaviniyogakam/[ SR, Vol. 1V, 702.

266 Compare this karana with sannata, i.e karana 75. Both are derived
from' the harinaplut@ cari, but the ultimate position in the latter is
the svastika of the feet.

267 NS, 4.144.
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268 Abhinava menticns the bhramari cari too — Tameva kgtva dvitiye-
notplutya bhramarikam kuryat AB on NS, 4.144.

269 NS, 4. 145,

270 The complete arm movement of nitamba hastas is described by
Abhinava. AB on NS, 4.145.

271 NS, 4.146.

272 Ibid , 4. 147.

273 Sarngadeva specifies that the hand at the chest is the khatakamu-
kha. SR, Vol. 1V, 710.

274 Prodvestanakriyaya karah karnasthak tripatakah. AB on NS, 4.148.

275 NS 4.148.

276 NS, 4.149, used in raudra gati...simhavikriditam raudragativigayam.
AB on NS, 4.149.

277 NS, 4.150.

278 Abhinava explains that the foot moved back means the vrécika
foot. Nikuicita hands means Padmako$a and drnanakha. This
hand and foot movement is to be performed on both sides. 4B on
NS, 4.150.

279 NS, 4.151.

280 Ibid., 4 152.

281 Kuiicitam padmutksipyetyaksiptam carim vamato vyavrtya karapari-
vartanena gatramanamya daksinamaralatam nayet. AB on NS, 4.152.

282 NS 4.153.

283 Abhinava explains the karana thus—While performing the dolapada
cari. simultaneously the hands kept in pataka are clapped. Then
the vaisnava sthana having been assumed ~the right hand is placed
on the hip and the recita movement is made by the left hand. This
karana is used for indicating sympathy. 4B on NS, 4.153.

284 NS, 4.154.

285 Vakgasi mustihastah pralambito latakhyah janita cari. AB on NS,
4.154.

286 NS. 4.155.

287 Abhinava explains in detail the hand movement. After executing
the janita cari, the arala and alapallava hastas are placed on the
forehead and chest (respectively). Thus with the wdvegtita move-
ment, they are brought to the sides and then again with the apave-
stita and parivartita movement to the chest with the hands facing
each other. It is employed to indicate the secret meaning of sen-
tences. Others consider avahittha as the gradual lowering of $uka-
tunda hastas. AB on NS, 4.155.

288 NS, 4.156.

289 Sarngadeva mentions that the hands on chest are khatakamukha. -
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SR, Vol. 1V, 724,

290 NS, 4.157.

291 Bharata and Abhinava do not specify the hands, but Sarmgadeva
does. He says that the hands are the dola and khatakamulkha— Ela-
kakridita cari ceddolakhatakau karau| Sannatam valitain gatramela-
kakriditam tada| adhamaprakrti-pranigatigocaramisyate/| — SR,
Vol. 1V, 725-26.

292 Bharata simply mentions talasaficara feet, jump and dropping to
the ground. This, as Abhinava says, indicates the elakakridita cari,
which is indicated by the name of the karana itself—Evam namika-
ripd cari. AB on NS, 4.157.

293 NS, 4.158.

294 Anaya (iridvritayd) carya saha vyavartitakaranena nardlam khata-
karm corodese prsihe ca ksipet. AB on NS, 4.158. It is employed to
indicate jealous anger born out of love, or request etc L.c.

295 NS, 4.159. -

296 Abhinava explains the foot posutlon as first bent or nata, then
svastika, and then moving away. AB on NS, 4.161.

297 NS, 4.160.

298 Ibid., 4.161.

299 L.c.

300 Apaviddhayam caryam satvamirustatha taccariprayogakale ca vya-
vartitakaranenalappallavamiiruprsthe nyaset, sambhramparikrama-
vigayametat. AB on NS, 4. 161.

301 NS 4.162. Abhinava gives the full details of this karana. The
right hand forms the siicimukha nrtta hastas and the left moves
away from it and is kept on the chest. The same i.e. left foot does
nikutana. Then the process is repeated by the other side. Then
the siici cari and alapallava hastas. Sarngadeva explains that this
is performed by the right foot and right hand. 4B on NS, 4.162;
SR, 1V, 737-39.

302 NS.4.103. Abhinava says that this karana was used to indicate
rejoining. L.c.

303 NS, 4.164.

304 AB on NS, 4.164.

305 NS, 4.165. Abhinava explains thus—The vaisnava sthana is assu-
med in the beginning. Then one hand makes the recita movement,
while the other forms the aficita or alapallava at the chest. The
head is rolled around and rests while rolling at the sides. 4B on
NS. 4.165.

306 NS, 4.166.

307 Abhinava explains that the head is alternately bent on.each snde
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It is called nagasarpita because of its chequered movement. Tt is
used to indicate light intoxication—Parivahitam paryaya$ah pars-

vagatam $irak . ..tarunamadavisayam. AB on NS, 4 166.

308 NS 4.167. No clear picture of this karana emerges from the des-
cription of Bharata. The explanation of Abhinava too, is not very
helpful.-The Chidambaram sculpture represents this karana more

as a gymnastic exercise, rather than a dance pose.

309 Abhinava mentions the khatakamukha hands at chest— Tatsahito’pi

hasto dvitiya vaksasi khatakah. AB on NS, 4.167.

310 NS, 4.169. The Chidambaram sculpture depicts this too as a gym-
nastic karana. The description of Bharata suggests uplifted feet
and Abhinava too mentions the vrécika foot here. If both feet are
lifted up, then the hands and head should rest on the ground, and
this is perhaps suggested by Bharata when he mentions the nata
hands and head —Sirasasca sannatatvattena prathamah padoddha-

rak Sthitva padamirdhvam vididya tadupari. AB on NS. 4.168
311 NS, 8.9.
312 Ibid , 8.12.
313 Ibid., 8.13.
314 Ibid.. 8.40.
315 Ibid., 8.41.
316 Ibid., 8.42-44.
317 Ibid., 8 119-20.
318 Ibid., 8.120-23.
319 Ibid., 8.130.
320 Ibid., 8.131-32.
321 Ibid., 8.137.
322 Ibid., 8.138.
323 Ibid., 8.142-43.
324 Jbid., 8.143-44.

325 Samgadeva mentions eight. Of these grahana is mentioned instead
of lehana and niskarsana is not an additional one mentioned by

him. SR, Vol. 1V, 496-97 (Adyar ed.).

326 NS, 8.148.

327 Ibid., 8.149-50.

328 Ibid.. 8.154-55.

329 Jbid., 8.155-56.

330 Ibid , 8.163.

331 Ibid., 8.163-65.

332 Ibid., 8.171.

333 Ibid., 8.172-76.

334 Ibid., 8.17-18.
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337 Ibid., 9.225-34.
338 Ibid., 9.236.
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340 Ibid.. 9.246.
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342 Ibid., 9.252.
343 Ibid., 9.253-57.
344 Ibid., 9.259-62.
345 1Ibid., 9.263.
346 Ibid., 9.264.
347 Ibid., 9.260-80.
348 Ibid., 9.214-19.
349 Ibid., 9.18-27.
350 Ibid., 9.28-38.
351 Ibid., 9.39-42.
352 Ibid., 9.43-45.
353 Ibid., 9.46-52.
354 Ibid., 9.53-4.
355 Ibid., 9.55-6.
356 Ibid , 9.57-8.
357 Ibid., 9.59-60.
358 Ibid., 9.61-64.
359 Ibid., 9.65-79.
360 Ibid., 9.80-83.
361 Ibid, 9.84-85.
362 Ibid . 9.86-87.
363 Ibid., 9.88-90.
364 Ibid, 9.91-92.

365 Ibid., 9.93-100.

366 Ibid., 9.101-05.
367 Ibid., 9.106-09.
368 Ibid., 9.110-16.
369 Ibid. 9.117-19.
370 Ibid., 9.120-21.
371 Ibid., 9.122-24.
372 Ibid., 9.125-26.
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373 Samgadeva does not accept this definition as, he argues, it is not
found in usage. SR, Vol 1V, 181-84 (Adyar ed.).

374 NS, 9.127-29.
375 Ibid., 9.130-32.
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Ibid., 9.133-34.

Ibid., 9.135-36.

Ibid.. 9.137-38.

Ibid., 9.139-40.

Abhinava explains that viprydsta means the svastika form—Vipar-
yastaviti svastikaripau. AB on NS, 9.139.

Abhinaya explains that wurrana means facing the self—urtanaviti
svasamukhau. Ibid

NS, 9.141-47.

This is the definition of nisadha that has been accepted by Sarnga-
deva. SR, Vol. 1V, 209-11.

NS, 9.148-49.

Ibid., 9.150-51.

Ibid., 9.152-53.

Ibid., 9.124-25.

Abhinava explains udvahau as the carrying of the bride and bride-
groom to the marriage place —Vadhiinam varanam ca vivahasthana-
nayane. AB on NS, 9.155.

NS, 9.156-57.

Ibid., 9.158-60.

Ibid., 9.141 and 147.

SR. Vol. 1V, 214-16.

NS, 9.185.

Ibid., 9.186.

Abhinava explains this in detail thus—Two hands are first made
to caturasra and then hamsapaksa. Of these, that which faces up-
wards is lowered and the other facing downwards reaches the
chest — Adau caturasrau tat udvestitavartanaya hamsapaksah krta iti
krtasabdenaha vidhim Eko vivartata uttanah sa tu, aparastvadhomu-
khah sannavartate vaksasthanamityarthah. AB on NS, 9.186.

NS, 9.187.

Ibid., 9.188.

L.c.

NS§, 9 189.

Abhinava explains the process in detail thus —Two hands 1h pata-
ka are made to cross in svastika, then they perform the vydvartana-.
parivartana movem:nt as alapallava hastas. Then having formed
the wuttana padmakoSa they finally form themselves into an ardla
and a khatakamukha hasta. AB on NS, 9.189. ‘
NE, 9L - 5 - Vi Hz

NS§, 9.192-93. : Z

Here Abhinava explains madhyasthangusthakau.of Bharata as the’
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thumb and the middle finger joined together—madhyamangulinivi-
stangusthau krtau. AB on N§ 9.192.

NS, 9.194.

Ibid.. 9.195.

Ibid., 9.196. ;
Abhinava explains in detail thus—Two fripatdkd hands are placcd
over the cheeks, shoulder, forehead slightly cross-wise palms fac-
ing each other, the shoulders and elbows are slightly shaken and
at the same time the palms which now face upwards (uttdna)
move out. 4B on NS. 9.196,

NS, 9.107.

e

Abhinava says that two patdka hards first face upwards, then
downwards proceeding from the shoulder region to the hips. AB
on NS 9.197.

NS, 9.198. :

Abhinava explains thus—Two hands rise upwards from the sides,
reach the head, and as in nitamba, emerge from the region of the
hair separately and repeatedly, the one proceeding out as the other
moves towards it. AB on NS, 9.198.

NS. 9.199.

Abhinava says that these are pataka hands, though he opines that
according to some they are tripatakda. AB on NS, 9.199.

NS$, 9.200. -

Ibid., 9.201.

Ibid , 9.202.

Le.

Adhomukhau nitambaksetre bhiitva talenaviddhau #rdhvagamanam.
AB on NS, 9.202.

N§ 9.203.

Abhinava explains thus—One hamsapaksa hand approaches the
chest and the other executes the parivartana movement and is ex-
tended out. AB on NS, 9.203.

NS, 9:204.

Ibid.

Ibid., 9.205.

Abhinava says that if ‘urasak’ of this verse is governed by the Ab-
lative case then it would indicate a movement from the chest—ie.
from the chest to the sides. In fact, Abhinava describes a move-
ment in which two hands move simultaneously from the chest to
the sides in a circular motion. But, if, ‘urasak’ is taken to be gover-
ned by the genetive case, then ‘urasak sthane’ would mean in the
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region of the chest— Athoromandalinau-udvestita iti, cakarasarniyo-
gena yaugapadyamdha urasa iti paiicami tata drabhya par$vaksetre
bhramitavekasya gamanasya parasya gamanamiti vartanaya sasthit-
yanye vadantah tatraivasthanamityahuk. AB on N§. 9.205.

NS§, 9.206.

Abhinava explains thus—One hand is placed on the chest and then
assuming the alapallava form performs the vyavartita movement,
Simultaneously, the (other) hand is extended to the side. Then this
other hand forming the arala, executes the udvestita movement and
reaches the chest. Thus the movement of the hand at the chest or
side is repeated by each. AB on NS, 9.206.

NS§, 9.207.

Abhinava explains kuficita as ardla here, and aficita as alapallava
— Ekah kuficitoralavartanayd aparoficitalapallavavartanayd punaran-
gaparydya ityeva vartananantaram khatak amukhabhyam svastika iti.
AB on NS, 9 207.

L.c.

NS, 9.208.

Ibid., 9.209.

Abhinava explains this in detail—Hands performing the udvestita
movement move from the chest to shoulders where they are exten-
ded and forming the dlapallava hands with slightly quivering fin-
gers. ABon NS, 9.209.

NS, 9.210.

¢ 5



Chapter 7

Development of Musical System : Gandharva
and Gana

Abhinavagupta states that “out of Saman arose Gandharva and
out of Gandharva arose Gana”.} The word gandharva sometimes stood
for music in general, but also had the technical sense of a particular
system of music. Thus says Abhinava : “'It is to be noticed that just
as the word nataka so the word gandharva is used in two senses, in
popular usage as well as in the Sastra. It is sometimes used in a
general sometimes in a special sense...If mere singing was gandharva,
then the singing of children, cowherds, cranes, herons, ete. would
also be termed gandharva.”® The idea here is that, gandharva some-
times connotes music in general, but it also has a special sense in
which it is distinct from other types of music. It is in this special
sense that the word gandharva invariably occurs in the Natyasastra.

What was the nature and purpose of gandharva? Gandharva may
be understood as the classical music of Bharata’s time—elaborate,
complex and governed by rigid rules—Gandharvamiti tajjieyam svara-
talopadatmakam® i e. gandharva consists of svara, tdla and pada. Svara
is here related to the elements of both the $ariri vina (i.e. the human
throat or vocal music) and the daravi vina (i.e. the wooden lute or
harp).4 This parallel between the human body and the wooden vind
is quite frequent in the NS. Thirteen constituent elements are related
to svara viz, svara, grama, mirchana, tana, sthana, vrtti, $uska, sadha-
rana, varna. alamkara, dhatu. Sruti and jati5 All these pertained to
the daravi vind, but only seven related to the fariri viz, svara, grama,
alasmkara, varna, sthana, jati and sadharana.’

The distinctive feature of gandharva music was its elaborate pat-
terns of tdla or time-measure. Even the basic unit for measuring time
consisted of not less than five short matrds (termed kala). Twenty-one
basic elements related to tala viz dhruva, avapa, nigkrama. vikgepa,
pravefana, §amya, tdla, sannipdta, parivarta, mdtrd, vastu, prakarana,
anga, vidari, pani, yati, laya, giti, avayava, marga and padamarga.”
Pada or the words of the song had a subsidiary role in gandharva. Pada
served only as a prop for svara and tala. Indeed the musician would
often distort the words by stretching or splitting them and by singing
only a particular syllable. Svara and tala are primary (svaratalanubha-
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vakam),® pada is useful only in so far as it forms the base.? This ten-

dency was perhaps inherited from saman singing. The sdman singers

did not attach much importance to the intelligibility of the hymns,

but distorted the words freely. This was done in six ways viz. vikdra,

vislesana, vikarsana, abhyasa, virama, and stobha.l® In present-day
classical music, too, it is svara and tala that are primary and domi-
nate over pada. The words of the composition are necessary only so
far as they help develop the svaralapa, which is turn are fundamental
for the unfoldment of the structure of the raga. The exigencies of
svara and tala often cause the word to be quite distorted. Dattila
adds a fourth factor to the definition of gandharva viz. avadhana!

Bharata has ignored avadhana. Abhinava, apparently to justify Bha-

rata, says, “‘avadhana is vogariipam (the nature of meditation) and

hence is not applicable here.”’12 The word avadhana. it seems, stood
for a meditative idea, a certain psychic concentration and attitude
required for the proper singing of gandharva.

Bharata states that gandharva music was exceedingly dear to the
gods (atyarthamistem devanam).1® The singing of gandharva was, in
fact, treated as a yajia or sacrifice by means of which the gods were
appeased and by this transcendental merits accrued to the performer.
Abhinava, giving a detailed interpretation of this verse, says : ‘Now,
the gods govern the senses, the mind, sensations etc. These senses etc.
function when impacted or vibrated and are like celestial musical ins-
truments by offering the external objects such as sound etc. and thro-
ugh their transcendence (in pure apperception) one achieves a trans-
cendent saciifice (atyarthamistam). It leads to the attainment of sup-
reme inward beatific consciousness (parasamvit) * In this way is
illustrated the attainment of the fruit of emancipation, since the expe-
rience thus attained approximates the blissful state proper to eman-
cipation. Thus, this is a sacrifice of the gods (devanam yajanam) which
is transcendent and independent of wealth etc. As has been said, Siva
is more pleased by gandharva, then by ancient ascetic practices etc.
(or, by the recitation of purdnas and ascetic practices; or, by devotion
to puranas—puranayogadibhit).

* Abhinava interprets ‘atyarthamisiam’ not as ‘excessively desired’ but as ‘tran-
scendentally sacrificed’. The offering in the sacrifice would consist of sense
objects, such a musical sounds, spectacles: etc. When something is offered
through the fire it is sublated. Nevertheless, there is a transcendent effect,
both for the gods as well as for the one who is performing the sacrifice Simi-
larly here too, the offering of musical sounds etc is likened to a sacrifice pro-

ducing transcendent effect. Cl Kalidasa who terms dance as a ‘visual sacri-
- fice’ in the Malavikagnimitram.
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* ‘Of gandharvas’ in the text indicates the performers. Thus, the
singer obtains the result by attaining to a deep immersion in conscio-
usness (samvit). So it has been said that nandayanti (jati) performed
even once in accordance with prescriptions, purifies the slayer of a
Brahmana. Thus, the result accruing to the performer is primary.”14

As already mentioned, according to Abhinava, from saman came
gandharva. The gandharva form was apparently intermediate between
later saman forms and the gana form of music (theatre singing) des-
cribed in the Natyasastra. Verse 10 of Chapter 28 describes the origin
of gandharva thus—Asya yonirbhavedginam vind vamfastathaivaca,
etesam caiva vaksyami vidhim svarasamuithitam.15

Abhinava comments saying that “‘song or gana here is the name
applied to the gitis or songs which are the matrix of saman (i.e. it
does not indicate dhruva gana.) Vind means the audumbari vina used
in mahavrata (ceremony). Vam$a is in accordance with the tradition
of teachers like Narada. These constitute the source of gandharva.”
Again “‘Some others say that the intention of the verse is to make
out the source of gandharva to be the songs sung by singers in the
popular social stream (lokapravaha) within the brahmagita. The com-
mentator (fikakrta) holds that gdna is primary while the lute and flute
are secondary.”’16 The mention of a popular tradition of songs within
the brahmagita is highly intriguing. Actually, it must be remembered
that rites and festivals must have been concurrent in the remote past
as they are now with the result that there would be a kind of culture
counterpoint in the folk singing of the festival to the ritualistic and
formal singing of the saman. The mention by Abhinava of the audum-
bari used in mahdvrata ceremony is significant and connotes folk in-
fluence.17 In fact percussion music, too, it seems was the offspring of
the popular percussion music of the Vedic times. Percussion music
was then incorporated into the gandharva form, wherein it was deve-
loped and elaborated into complex tala structures. It may be noted
that s@man chanting shows no evidence of tala. Thus, though sadman
music must have given the basic structure (the formal, rigid, ritualis-
tic aspect) to gandharva, folk music too, must have helped its develop-
ment.

From gandharva was born gana. Generally speaking the word gana
means ‘song’, but the reference here is to a special type of singing—
the singing of dhruvas (songs connected with the theatre), dhruva gana.
This was the music played in the background during the staging of
ancient dramas. Abhinava distinguishes carefully between the gan-
dharva form of music and the gana system. In fact the entire commen-
tary on the thirty-third chapter is devoted to distinguishing between
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gandharva and gana. Gandharva was essentially the musician’s music,
‘while the purpose of gana was rakti or pleasure, the pleasure it gave
to the audience watching the drama. Freed from traditional and ritu-
alistic restrictions it developed into a great variety. Gana included
forms like grama-raga, bhasa-vibhasa etc. These derivative forms were
born through mixing and combining elements taken from two or more
jatis in various ways and were hence called hybrid or sankara forms.
These forms when moulded to the theatrical context were called géna.
In gana, much permutation and combination was permissible as re-
gards both svara and tala. :

The Natyasastra of Bharata deals with only the gandharva an
gana systems of music. However, the history of Indian music does
not end here. Till about the 13th century when Sarngadeva wrote
his Sangitaratnakara, Indian music grew through a continuous process
of popularization and standardization. There was a continuous effort
to retain ancient conventions but also to bring laksana and laksva
together. In the course of time, with the efflorescene of gana and its
musicological elaboration, a difference came to be perceived between
‘the classical and the regional or folk dimensions of music. On the
basis of texts like Brhaddesi and Sangitaratnakara Dr. Lath has rightly
pointed out that this distinction was termed marga and de$i which
may be roughly rendered as classical and popular.18 ‘Marga® according
to Matanga, is the name for defi forms, albeit of those which were
comparatively more regulated or rule-bound than the others. By
Sarngadeva’s time, the notions of mdrga and de$i seem to have under-
gone development. For him, marga and desi signified two distinct
forms of music and he distinguishes between them on the lines of gan-
dharva and gana of the N§. Compared to gdndharva, the gana system
of music appeared relatively popular, but in the course of time. within
the gana system too, a distinction was made between the compara-
tively regulated and standardized singing on the one hand and free
improvization on the other which led to the evolution of the raga-
ragini system of later times.

Summing up, it can be stated that the history of Indian music re-
flects fully the dialectic common in the history of art of continuing
conflict and resolution between convention and innovation, tradition
and creation.

Footnotes

1 Gandharvam hi samabhyastasmadbhavam, ganam. AB on NS, 28. 9.
2 ABon NS§, 33. 1.
3 NS, 28.8.
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Dvayadhisthanah svara vainah SariraSca prakirtitah. NS, 28.12.

Ibid., 28. 13-14.

Ibid., 28. 15.

Ibid., 28. 18-20.

Ibid., 32.27.

L.e.

Vikara : simple distortion of word.

Vislesana © splitting of the syllables of the word and singing indi-
vidual syllables.

Vikarsana : could change the quantity of matras.

Abhyasa : a sudden break in the pada and repetition.

Virama : pause.

Stobha : addition of new. but quite meaningless syllables.

Padasthasvarasanghatastalena sumitastatha

Prayukta$cavadhanena gandharvamabhidhiyate. —Dattilam, 3.

ABon NS, 28.11-12.

NS, 28.9.

Yasmat vadrupdcca devanamisvaranamindriyamanassamvedanapra-

bhrtinam, atodyamanatvena vyavahdrena gacchataneneti devavadya-

nam atyarthamarthatikramena bahya-Sabdadivisayollanghanena......

migtimicchayajanam ca parasamvitsamgatilabhalaksanamupalaksa-

nam tatha tena prakarena pratiterapavargacitdnandasvabhavaviSege-

navarjitamityapavargaphalatvamdars$itam. Tathatikratnam dhanadi-

nirapeksam cedam devanam yajanam yatha puranayogadibhyo'dhika

pritirgandharvacchankarasyeti. *Gandharvanamiti’ prayoktrupalaksa-

nam, tena hyatyantam samvitpravesalabhena tu gatuh phalayogo

gandhatvat. Tadahasakrtprayuktapi hi nandayanti yathavidhi brah-

mahanam pundti, iti prayoktrgatamatra mukhyam phalam. AB on

NS, 28. 9-10.

NS, 28.10.

Ganamiti samayanigitisu samakhya, vineti mahavratopayogini audu-

mbarik, vam$a iti naradadigurusamtananuyayiti gandharvasya pra-

bhavak. AB on NS, 28.9-10.

The Mahavrata ceremony pertained to the preparation and offer-

ing of sema, and constituted a festive albeit holy occasion. Mai-

dens bearing pitchers did a circular dance the foot-movement of

which was in concordance with the rythm of songs known as

gathas. Such folk songs are mentioned by name— Hillika, Himbini,

Hastavara, Samvatsaragatha, Jhilluka etc. in the Srauta-siitras.

— Latyayana-$rauta-sitras, 4.3., 17-23; Katyayana-Srauta-sitras,

13.3.24ff.; Taittiriya-samhita, 7.5,10.

See, Lath, M., A Study of Dattilam, pp. 165-70.



Chapter 8

Musical System : Elements and Structure

Sruti

Abhinava says, “Sruti, indeed means that (minimal) sound through
which is produced a distinct audible impression.”® He again rein-
forces the fact that the §ruti is a distinct audible unit by saying that
even though there is an atomic or infinitesimal (paramanumatra)
change of location, there does occur a change in sound, which may
be observed by the concentration appropriate to the yogins.2 Thus,
§ruti was a cognisable musical microtone; however, it was not sung
or played per se. A §ruti was a musical interval; it functioned asa
unit of measurement of svara or note, and a svara was supposed to
consist of a specific number-of §rutis. The octave was divided into
twenty-two equal parts termed -§rutis.

Abhinava says, “‘Some have objected that §ruris should have been
mentioned first because the svaras are manifested in the order of the
§rutis.” He indicates the view of Bharata by saying, "The answer that
is given to it is that this would be so if the S$rutis called dhvani and
nada were to be themselves perceived as svaras at definite intervals.
But this is not so because even high or low S§rutis appear dependent
on the svaras. As Bhattamatrgupta has said, the whole detail of
the $rutis arises along with the svara spontaneously. It assumes its
nectar-like essence for the ear by depending on the svara.”’3 Thus
Bharata and following him Abhinava hold svara to be primary. The
other school of thought, led by Dattila believed §ruti to be the basis of
svara. Certain specific §rutis out of the twenty-two attained the status
of a svara,* thus making the svaras dependent upon the $rutis.

It may be noted that Bharata does not mention §rufi in connection
with the $ariri vind, but instead relates the daravi. Abhinava. explain-
ing this, says that “'§rutis are useful only in the vina (i.e. daravi), be-
cause they are based on the tightening and loosening of the strings in
tuning.”3 Again “The §rutis are clearly illustrated on the vind.”® “The
{rutis are described only to divide the grama,”” says Abhinava. The
purpose of §rutis was to subdivide the octave into twenty-two micro-
intervals and thus it could be of help in instrumental music. It is
significant that the most fundamental aspect of §ruti viz. the pramana
$ruti or the standard $ruti is.described in the context of the tuning
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process of the vind. 1n fact, that is how it could be discerned, for it
was not conceived in terms of any mathematical ratio. Bharata thus
explains the pramana S$ruti. Paficama in the sadja grama consists of
four $rutis, in the madhyama grama, it is lowered by one $ruti. It is
this difference of one §ruti that Bharata terms as pramana $ruti. *'The
difference’ which occurs in Paficama when it is raised or lowered by a
$ruti and when consequent slackness or tenseness (of strings) occurs,
that indicates a standard (pramana) $ruti.”*® This is illustrated by the
procedure of comparing two vinds first tuned to sadjograma and then
differentiated so as to yield the requisite §ruti differences. This has
been given in detail.? Abhinava’s exposition of the pramana $ruti
runs like thus : * Now the question may be, what is this fruti ? The text
(says), thus the lowering or raising by one §ruti creates an interval by
laxity or tightening. That measure is fruri.”” ““Laxity (mardava) means
relaxation of the string. The opposite of that is tension. The raising
(utkarsa) of the $ruti that is audible sound signifies higher pitch (riv-
ratd), lowering (apakarsa) means lower pitch (mandatd). On this acc-
ount relaxation and tension, (of strings) both have been mentioned as
above. Thus, on account of relaxation and tension which are the cau-
ses of higher and lower pitch, there is an interval which is perceived
distinctively and is the measure or determinant (pramana-nifcavaka)
of the §ruti That is to say, that measure by which whether decrea-
sing or increasing in terms of the accentuation or lowering of the
pitch. a new sound, distinct from the earlier one is noticed, that is
$ruti.”"10

A host of questions rise in the context of §ruti. Firstly, whether
frutis represent a purely abstract notion intended for theoretical analy-
sis or whether they describe the actually used musical tones and inter-
vals. Secondly, if $rutis stand for actual musical tones, are they still
used ? Thirdly, if they are not descriptive of actual tones but repre-
sent some kind of abstraction, what exactly was their theory ? Four-
thly, how far is that theory scientific ? Finally, what was the relation-
ship between $ruti, svara and grama ?

While many modern interpreters like Strangways, Clements, Dai-
nelou and Acarya Brhaspati hold that §rutis are actual musical tones,
some hold that they are merely ideal constructs. 1l The ancient posi-
tion, as explained by Abhinava, seems to be that the tones actually
produced are svaras. not §rutis but $rutis present a theoretical concept
for understanding the relationship between the notes. The notes may
be conceived as representing certain positions or intervals on an ideal
scale consisting of S$rutis. Since the notes have not been given any
absolutely and objectively fixed positions, they will themselves oscillate
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within a certain range even normally. In different melodic contexts,
they will vary appropriately. Besides, they also varied by becoming
lower or higher occasionally as required by gramas, jatis and ragas.
Thus, noticing the variability of the exact pitch of the svaras and yet
a kind of permanence in their relative order, it was natural to think
of certain ideal positions and intervals which the notes could or could
not assume. Srutis represent these ideal positions and intervals. When
the note, more or less coincides with some such position or interval,
the S$ruti may also be held to be more or less manifested in the notes.
Thus, the two positions, namely, the ideality and the actuality of the
$ruti cannot be rigidly separated.

There was an unavoidable search for pefection, which would have
liked to clarify and objectify as much as possible perfect standards for
the musicians to follow. The concept of §rutis developed in this search
for an ideal measure of standard for actually used tones and intervals.
The two could not obviously be identified. At the same time, they
could not be wholly separated either. The situation arose because the
nature of the musical tone was conceived mainly in terms of aesthetic
quality. This necessarily meant a certain amount of vagueness and
relativity, but it does not render the conception useless.

Many western and modern musicologists have tried to concieve
musical tones wholly in accoustical terms and have sought to define
them in terms of purely objective and mathematical relations. Three
such perspectives are well known viz. (a) Just intonation, (b) Pytha-
gorean intonation and (¢) Harmonic intonation. Beside, there is the
perspective of equal temperament. All these derived the series of
musical notes in terms of fixed mathematical relations.

Clements describes the twenty-two §rutis as identical with actually
used tones. Srutis belong to harmonic intervals. Some of the harmo-
nic intervals have been traced as §ruris. Like many other modern
theorists, he correlates Bharata’s 4, 3 and 2 §ruti intervals with the
major tone (9/8), minor tone (10/9) and semitone (16/15) of just into-
nation respectively.1?2 Dainelou accepts 53 basic intervals in an
octave. He regards the Srutis as minimal, audible and musically rele-
vant intervals of which the basic are only 22.13 The basis of fixing
the $rutis is their relationship with the tonic, not the mutual changing
relationship of the harmonics. Indian music is distinguished by cons-
tant reference to the tonic. {

Mark Levy argues that the ancient theory of the Srutis cannot be
connected with any consistent accoustical theory. He also argues that
the present musical practice gives a picture of tones which cannot be
fitted into the $§ruti theory. He has tried to measure the variation of
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the musical notes and feels that their variations do not conform to
the §ruti intervals. Mark Levy opines that there is a widening gap bet-"
ween old theory and current musical practice.’® The concept of Sruti
is controversial and in any case not found in modern music—the frutis
appear to have given place to twelve notes. Since empirical observa-
tions show that the notes used reveal no such standard relationships,
hence, apparently, even if the §ruti system were prevalent, it was no
more than a conflused theoretical idea and has long since been aban-
doned. What is found in practice is a considerable variation in into-
nation according to melodic context. Such a severe criticism of the
fruti theory is uncalled for. Ancient §ruti theory was not conceived
explicity as mathematical theory. It is for mathematical theorists to
build a suitable formula for frutis. If the formula correctly applies it
would not prove that the derivation of §ruti implied the knowledge of
such a formula. It would only prove that the frutis were reached
intuitively, though by nature musical notes follow mathematical rela-
tions. And hence, what was reached intuitively may yet be amenable
to some complex mathematics. Hence Levy’s criticism of interpreters
like Strangways or Kolinsky is ill-conceived.

Again, the variability of notes sung today does not disprove the
theory of §rutis. On the contrary, it strengthens it. Clement, Danielou
and others are able to identify §rutis in contemporaray music. Levy’s
criticism does not allow enough flexibility to the §ruti theory, nor
does it 1ake into account the fallibility of the measurement and the
very limited character of the sample. Even the statistics is defective
for its (1) neglect of mode, (2) neglect of randomisation of the sample,
and (3) the extremely limited sample, which cannot be considered in
any sense as representative of the universe.

Now, as aforesaid, the traditional Indian theory does not recog-
nise such purely accoustical and mathematical principles as the pri-
mary source for deciding what was aesthetically admissible for the
musician. Hence, the attempt to define §ruti in terms of any one of
these systems of intonations, or to build a consistent, mathematical
accoustical system out of the $ruris whether as depicted in ancient
texts or whether as supposedly practised today or yesterday must re-
main imperfect and hypothetical,

The ancient theorists did perceive some simple proportions and
tried' to express them in terms of three types of intervals—namely
intervals of 2, 3, 4 §rutis as constituting the intervals of the standard
notes. They also noticed that 9 and 13 $rutis were particularly plea-
sing. What is more, it was admitted that occasionally notes may vary
from these positions by another $ruti. An attempt was even made to
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define the standard $rutis in terms of the audible differences.between
the paiicamas of the two gramas. Other intervals were held to be per-
ceived in the catussarana of two similarly tuned vinds. Thus, the frutis
were held to be audible and practically usefui, particularly in the case
of instrumental music and more so when vinas of the harp type were
used. Nevertheless, no strict mathematical measures were relied upon.
The tuning itself depended on the tension of the strings rather than the
control of their available length. Hence, it may be said that while the
concept of §ruti does not represent a mathematically precise system, it
did represent a useful framework for analysis and description of ac-
tual musical practice.

Since $rutis had a practical use (both as ideal tangents for actual
tones as also as points on an ideal scale in the description and stan-
dardisation of tones), their usefulness cannot be said to have ceased.
Present day musicians are generally not fully acquainted with traditio-
nal musicology. They may not be able to use the intellectual tools of
the latter, but that would be like the bourgeois gentilhome of Moliere,
who spoke prose without knowing it. Thus Clements has argued that
modern musicians do use ancient §rutis though they call them by such
names as atikomala, tarativra etc. The mere fact that the drone is
used constantly, that string instruments have frets now, and that a
system of twelve notes is common does not mean that the definition
of these notes are to be in terms of the equal tempered scale or any
other scale within the limits of toleration, nor does it mean that the
notes do not occupy intermediate positions in actual melodic passages.

It is true that just as the decline of theoretical knowledge among
the practitioners of northern music in medieval times has led to the
obsolescence of the concept of §ruti among many practitioners, simi-
larly the growing vogue of western instruments with tempered scales
and of western theories oriented in accordance with mathematical
accoustics, have created a fluid situation in which musical sensibility
is subjected to diverse pulls. Musical theory, consequently, is in a
state of doubt. The situation is made worse by insufficient attention
being paid to ancient texts and theories in musical education and
research.

The ancient theory of §rutis has a clear outline, though its subtle-
ties have been disputed. The §ruti theory, as also its relationship with
svara has already been discussed. The theory of 4, 3 and 2 Srutis of
notes, samvaditva of 9 and 13 §rutis and of the relationship of frutis
with grama will be taken up later.

The theory is aesthetic, not primarily accoustical. A scientific the-
ory will give an infinity of tones and intervals, such as are produced
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in the harmonic series. Which of these, in which order and combina-
tion will be picked up for a given musical sensibility is an essentially
aesthetic question. It is not necessary that the aesthetic and cultural
choice of a tradition should constitute a coherent scientific system of
sounds.

From the preceding discussion it follows that we must avoid equa-
ting modern and western musicological terms with ancient Indian
terms. Thus. éruti cannot be identified either with microtones of any
tempered scale, nor with the actual divisions of the harmonic scale.
In fact, they cannot be simply conceived of any physical measure such
as cents, savarts, nor as fixed harmonic ratio. This is because they
have not been conceived in terms of any fixed physical measure either
of length or vibrations. Like the varnas, they are cognisable musical
sounds. Their search arose in the context of noting the vibrations
and relations among the notes, not in the search for physical causes
and measures of musical sounds. The source of music was held not
to be in the eternal sound called andhata. Physical sound manifests
the musical charm which belongs to the agnahata in the susumnd or
inner a@kasa. When a material medium like air, or a string, or a co-
lumn of air are struck, they vibrate producing sound. Under certain
conditions, these sounds manifest musical charm and thus become
transient images of andhata nada, giving to its universality and infinity,
a specific individuality and character. Traditional Indian music is
always attuned to this inner source, which cannot be fully defined in
objective terms but can be clearly recognised. The concept of fruti
was developed as that of an essentially subjective unit of measure for
specifying the relations of notes—Jriiyate iti Sruti, the ear is the judge.

Similarly, the concept of svara is not exactly the same as that of
the note or tone, because the number of vibrations of tones and notes
vary—western notes are defined in terms of absolute pitches or fixed
relations, but notes as sung by Indian musicians keep varying within
a variable range according to the melodic context as interpreted by
the particular singer. The Indian musician is not a mere performer,
but a creator too.

Samvada has been generally translated as consonance or harmony,
but then again this translation is not a pleasing one, because samvada
was always conceived of in terms of melodic passages. For example, in
the sadja grama, ma and ni are not called sarmvadins by Bharata, alth-
ough there is a difference of nine and thirteen $rutis (which is the
number of érutis between two notes to produce samvada between them).
It is explained by Abhinava in terms of the theory of Sama Srutikata.
This means that the Indian musician looked upon the notes in a very
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- concrete manner. In determining samvada, he not only considered the
interval between the samvadins, but also to the immediate intervals
leading to the notes. This is not a part of the western theory of
consonance.

We can thus see similarities and parallelisms, but can hardly seek
to identify the two systems. The western perspective is one of mathe-
matical relations as the definition of musical notes and scales. It also
tends to emphasize the harmonics. The Indian perspective. on the

_other hand, is of expressiveness, seeking to relate musical notes to
inner states. The fact is that laksanas or technical terms in music are
not purely scientific or physical. but rather conventional and pscho-
physical, embodying a whole tradition of taste, judgement and creati-
vity and functioning as standards.

Svara

Svara is the first topic to be expounded by Bharata.l> Bharata,
unlike Dattila and Matanga, places svara before §ruti as he believes
$rutis to be secondary demarcations and subservient to svara.

Abhinavagupta gives the etymology of the word svara. Thus. he
says, “the word svara is derived from the root svr meaning to sound
or afflict, or from svar in the sense of @ksepa i.e. blaming or attrac-
ting. Hence, it has been said that svaras are so called because they
afflict the mental state constituted by the perception of sound (fabda-
svabhava cittavrtti) by making it abandon its normal state of indiffe-
rence, and at the same time on account of their excessive charm super-
impose and affirm their own nature. Thus they are called svaras.”16
The idea is that in hearing, the mind is absorbed in sound and assu-
mes its form. Normally, this state of sound perception does not affect
the emotional state of the mind. Musical notes destroy this neutrality
and draw the attention of the mind to their own specific beauty.

In gandharva, svaras or notes are of three types—those which con-
sist of four $rutis, those which bave three §rutis and those which
have two §rutis. No svara can ever have more than four §rutis, or
less than two. Thus, Abhinava says. ‘It may be objected that notes
may have intervals of more than four S§rutis. What is more, from
sad ja to nisada an interval of eighteen $rutis may be used. This is not
so. ‘When so many S$rutis are in question, the element of musical
sound (ndda) produced by the impact of air touching these locations
‘is utilised. Hence there is the rule of the number of frutisin the
notes. Hence, if one hears a series of continuous or immediately conti-
guous pitches (dhvanyaisa) then the note is heard as deformed or dis-
cordant. Hence rsabha consists of three S§rutis. It is not the third
$ruti.”"17 What Abhinavagupta is arguing, in effect, is that to reach one
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note from another, the voice must jump fixed intervals of 4, 3, 2 $rutis,
neither more nor less. Thus, if rsabha has to be articulated after sad ja.
there can only be one jump of three §rutis, because there is no inter-
vening note of two §rutis. These intervals thus become like musical
quanta. Further Abhinava quotes Bhattatauta saying “'So Bhatta-
tauta has said "the self experienceable §ruti is svara’....... The svara is
not (perceived or constituted) by parts. Nor is it a collection. since
there is no simultaneity (in the parts). Even though there is succession
on account of continuity caused by quick happening (asubhavikrtad)
there is a sense of simultaneity. The continuing mental impression
produced by the successive §rutis up to the §ruti-sthana is the svara
ensemble.”’® Though couched in somewhat obscure language Abhi-
nava’s meaning is plain enough. The svara is a partless and integral
unity not a compound of simultaneous or successive parts. In the
$rutis there is undoubtedly a succession of units. But on account of
the quick process of transition their succession appears continuous
and the last §ruti where the svara is reached acquires its character
from the continuous growing impression produced by the successive
frutis on the mind. In this sense, the svara may also be regarded as a
whole or an ensemble which 1s reached through a successive and or-
dered process, but within which no parts can be distinguished. Thus
while the passage from one note to another constitutes quantum leap
in terms of musical interval, in another sense it is constituted by a
continuous wavelike passage where only the last effect can be self
consciously apprehended.

Abbhinava qualifies the nature of svara. “Some say that the note
or svara is that which gives a specific form to its basic &uti and has
the property of being smooth or pleasing at a particular position of
the Srutis within a given and fixed interval, produced by a light touch
of breath.”® Here, the svara is defined as arising from a transforma-
tion of a §ruti. There is an interval consisting of a fixed number of
Srutis within this interval. At a fixed point, the $ruti is magnified thro-
ugh a light touch of breath, and the resultant note is smooth and
pleasing.

But the essence of svara is not just its smoothness or sweetness,
but the fact that it is characterised by resonance (in fact, this is what
$ruti lacked and hence could not be sung or played per se). Abhinava
says, "We ourselves hold that svara is the smooth and sweet sound
constituted by the resounding and produced by the sound arising
from impact upon a $ruti-sthana.”20 The §rutis have fixed places. When
some out of them are struck by an impact and a particular pleasing
and continuous resonance is produced then we have svara. Svara,
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thus, is of the nature of resonance (anurananatmaka) which has conti-
nuity and sweetness and is produced from the magnification of specific
érutis at the end of particular intervals. Abhinava elsewhere says,
“After impact is produced the sound, and after this, another sound is
produced and this is characterised by resonance. This secondary sound
(i.e. svara) has a naturally fluent and charming form.”21

Then again, Abhinava raises the objection. “That since sound is
produced by a different cause, the resonance should also belong to a
different class. But this objection should not be made, because there
is no such rule about causation. Thus, even though fire may be pro-
duced by a variety of causes such as iron, crystal, wood. lightening
etc. even then, the smoke arising from it is of the same class............
One can distinguish the note of the vind from that of the mallaka
although the note may be sadja. That is why the impact (abhighata) of
non-singers does not produce resonance (gatr of the text should ap-
parently be agatr and ghatr should be ghata). For that reason, alth-
ough they equally produce sound, they are called imperfect. The in-
tensity of the resonance corresponds to that of the sound produced
by the impact and it is correspondingly sharp, harmonious or the
opposite. The sounds produced by the impact on air on sixty sthanas
produce (in turn) the sound consisting of the musical note of which
the essence is anusvara or resonance.”2

Abhinavagupta is arguing that the true musical property belongs
not to the sound consisting of any kind of mere physical vibration,
but rather to a characteristic kind of resonance The physical sound
seems to manifest the musical property of which the immediate locus
or form is resonance. The physical sound is produced, while the musi-
cal property is manifested. The musical property has a necessary psy-
chological aspect. It can be recognised by the mind as an ideal form
even when the sounds manifesting it are different. In this sence, Abhi-
nava’s conception of svara may be expressed as dhvani vyangyadharma-
vifesa and readily reminds one of the grammatical notion of sphota.
In fact, Abhinava declares svara to be resonanse and compares it with
anusvara. M usical property, thus, becomes a supervenient ideal quality.
Vikrta Notes

According to Bharata, svarasadharanam kakalyantarasvarau. Tatra
dvisrutyutkysto nisadah kakalisatjiio bhavati. Tadvadgandharontara-
svaro samjito bhavati®3—i.e. Svarasadharana is of kakali and antara
svaras. There the raising of nigdda by two Srutis is known as kakali.
In the same way gandhara (i.e. when it is raised by two $rutis) is
known as antara svara.

As aforesaid, the gandharva system of music admitted of only seven
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notes. Apart from these seven the only others that were permissible
were kakali nigada and antara gandhdra. Both had the nature of be-
ing slightly sharpened notes,2* being two §rutis higher than their re-
gular intervals. As these were modified forms of the regular gandhara
and nisada, they did not have the same status as the seven pure or
avikrta notes, and were subsidiary to the latter. Abhinava points out
that the two terms kakali and antara were only a matter of conven-
tion. As a matter of fact, either could be termed kakali or antara?3
These two notes were also collectively known as svara sadharana.?®

Kakali nisada and antara gandhdra could not be employed as amfa
in any jari, since these were only modified notes—vikrtatvaccanam-
$ak” .27 The amsa was the chief note in a jati, whereas the sadharana
svaras were to be used very sparingly.

The sadharana notes were thus to be used in some specific jatis,
and there too in a limited fashion. Bharata states, * Madhyama. Pafi-
cama and Sadja-madhya, these three should be known as the jatis in
which sddharana svaras occur. The amsas in these jatis are sad ja, ma-
dhyama and paficama; as regards paficama. its employment is to be
made alternative to or in exchange of the extremely weak note.”8

Abhinava explains in detail thus only when the three jatis had sa,
ma, or pa as the ruling amsa®® could the kakali and antara svaras be
used. In the seven asfa jati, Sadja-madhyama where ga and ni were
the améas, the sadharana notes could not be employed. They were
applicable only when sa, ma and pa were acting as the amfas. Madh-
yama, too, had five possible arfas, but again it was only on the occa-
sion of sa ma and pa acting as amfas that the antara svaras could be
used.30 In the paiicama jati. sddharana notes were employed only when
pa was acting as am$a (this jari had two amSas—ri and pa). This jati
was rendered sadava by the lopa of ga and auduva by ihe lopa of ga
and ni.31 Abhinava says that when paficama acts as the amsa of the
jati and it is to be rendered gadava, then in place of the weak gand-
hara (it was not necessary that a note be totally omitted in sddavita
or auduvita, but could be rendered as a weak note) an extremely weak
antara gandhara could be used. Similarly, in the auduva form instead
of a weak ni, the kakali nisada could be employed.32
Grama

The concept of grama is rather difficult for the modern mind to
comprehend, for the notion is long since extinct. The gandharva seven-
note octave had a basic two-fold division on the basis of somewhat
differing number of §rutis contained by certain notes. These two divi-
sions were the sad ja and madhyama gramas 33

In the sadja grama, airangement of svaras and $rutis was thus ;34
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Sadja —_ 4 frutis
Rsabha s 3 $rutis
Gandhira — 2 $rutis
Madhyama  — 4 Srutis
Paficama -_ 4 Srutis
Dhaivata s 3 Srutis
Nisada — 2 Srutis

In madhyama-grama, paiicama was lowered by one $ruti3> becom-
ing tri$rutika. Consequently, dhaivata gained one §ruti becoming ca-
tusérutika. The S$rutis of the rest of the notes were the same. The
arrangement of the madhyama grama thus becomes :

Sad ja e 4 Srutis
Rsabha — 3 $rutis
Gandhara — 2 frutis
Madhyama  — 4 Srutis
Paficama _— 3 Srutis
Dhaivata - 4 Srutis
Nisada - 2 frutis

In gandharva system the §ruti interval between notes can only be 2, 3
or 4. The $ruti interval can neither be less than 2 or more than 4.
Thus says Abhinava, ‘‘Beyond that with an interval of four or more
($rutis) on account of excessive effort, there is discordance in the
notes (vaisvarya). Hence there cannot be notes with five frutis.”*38

Why two gramas only ? Abhinava says that Sadja and Madhyama
being catus§rutika are ‘full’ notes (pirna), hence he gives one to un-
derstand that this is why the two grdmas are constructed on these two
notes. He further questions as to why should not several catusfrutikas
then be predominant ? ‘On account of fullness’. Poficama (varies) as
two notes, because of the ceasing of the catusSrutika nature of pafi-
cama (it cannot be treated as a piirna note). The carusérutika nature
of kakali and antara is accidental, not essential. The permanence or
indispensability is equal in the two cases (i.e. with sadja and madh-
yama). Hence there are only two gramas.”’3" What Abhinava means is
that although paiicama is caturutika in the sadja-grama, it has a
variant in the madhyama-grama where it is not catu$frutika. That is
why paficama is said to have two forms; hence, it is not a pirna or
perfect note in that sense. Similarly for kakali and antara notes. Sadja
and madhyama are invariably the only two notes which are full and
permanent; hence the two gramas, sad ja and madhyama.

Abhinava states that the arrangements of the $rutis in the two
gramas could be clearly represented by diagram ... .. . “He remarks
““now a bare note may be perceived or unperceived somewhere. But
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they are relevant only as the part of a group. Such a group of notes
is called a grama.”’38 What Abhinava is saying in effect is that just a
single note sung somewhere in itself does not have meaning. A note
acquires significance only in relation to other notes. It should be re-
membered that we do not have any fixed pitches for notes as in wes-
tern music, nor were there any tuning forks in those days. Tuning was
done, as now too, by the ear. This being the case, how could any scale
be fixed, without relation to some tonic note or how could any instru-
ment be tuned without beginning from some particular note and rela-
ting other notes to it ? It was not a tonic in the modern sense that it
was the centre around which all the other notes revolved or that during
the rendering of the melodic pattern one kept returning to it. It was
the note in relation to which the other notes were established. This
seems to be the role of the gadja in the sadja grama and madhyama in
the madhyama grama. 1t has been pointed out that sadja was lopya in
many jdtis of the yadja grama. But this does not negate the tonicness
of the sadja here. It is the idea of Sadjatva that it important. Even
now, in modern classical music we could try singing 6 notes without
singing sad ja. Even though not actually singing it, the idea of sadjatva
is definitely there in our mind and the rendering of other notes is in
relation to it (which otherwise would cease to have meaning).
Concepts of Vadi, Samvadi, Vivadi and Anuvadi

Vadi, samvadi, vivadi and anuvadi, were the four terms for four
different kinds of notes to be found in the jati singing of gandharva
music.3® Bharata equates the vadi with the amfa. i.e. the predo-
minant note in a jati—tatra yo yadamSah sa tadavadi®® Abhinava
commenting on this, says, “Then he defines the vadi. Vadi is kn-
own in performance by its vivid shining out. It is also frequently arti-
culated and indicates the determination of tara and mandra. Others
say that amsa is a synonym .... Dattila etc. say that amsa is the vadi.
It should be stated there that a separate definition of armséa is not nec-
essary.”81 As stated by Abhinava, Dattila too regards vadi and armfa
as synonymous, 12 Matanga®s and Sarngadeva,* giving an analogy for
the vadi, have called it the ruler among other notes. Nanyadeva
terms it as the note which is prolific.45 Sirahabhupala%® and Kalli-
nathal? also term vadi to be the most recurring note and synonymous
with amsa. As Kallinitha explains, vadi was the main amfa of a jati.
The remaining amsfa notes were the paryayamsas.*® He also says that
any amsa note of a jati could be made vadi and graha alternately.4?

Bharata says that the notes which have an interval of nine or thir-
teen S§rutis between them are mutually samvadi or that they have a
natural harmony.5 He enumerates the pairs of samvadis in both the
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gramas.5! These are namely sad ja-paficama, rsabha-dhaivata gandhara-
nisada and sad ja-madhyama samvada in the sad ja grama. In the mad-
hyama-grama. the sadja-paficama saimvada does not obtain, and is
replaced by rsabha-paiicama samvada. 5 Now Bharata, Dattila®? and
others have spoken of nine-thirteen $ruti interval samvada, i.e. dhais
located on the thirteenth fruti from ri, ni is on the thirteenth fruti
from ga, and so on. But the actual interval existing between these
notes is eight and twelve, Perhaps this is why Sarngadeva says, “‘san-
vadi svaras are those between which are eight or twelve S$rutis.”?*
Abhinava, however, quoting his teacher, attempts to clarify this by
saying that antara here does not mean interval, but form (i.e. of the
svara). He says, “‘then he (Bharata) gives the definition of samvadi.
Those which have an interval of nine and thirteen §rutis. This is nam-
ing the svaras. Others say eight or nine is called nine. Similaily, the
interval of thirteen means where there are twelve §rutis in-between.
They are called samvadis. But the Upadhyayas say that antara does
not mean interval (@ntardla). It means nature. Hence the reference to
the note of which the nature consists of nine §rutis Similarly, that of
which the nature consists of thirteen §rutis, such notes are mutually
samvadis” .55 :

Abhinava states that there is no samvdda between madhyama and
nisada even though the interval is of nine and thirteen §rutis.®® He
cites the example of sad ja-madhyama jati, where in its s@dava form,
even though madhyama is the ams$a, there is lopa of nisdda. Bharata
does not raise the question at all. The answer is. however, given by
Abhinava. He says—samanas$rutikatvena samvadanatsamvadinau,®” i. e.
samvada will accrue when two notes are formed with an equal number
of $rutis (besides of course, the fact that there should be an interval
of nine or thirteen S$rutis between them). Now madhyama has four
$rutis and nisada has three, so there will be no samvada. Similarly in
the madhyama-grama where dhaivata becomes catusSrutika, there will
be no samvada with rsabha which is trisrutika—madhyamagrame ca na
rsabhadhaivatayoh.5® Abhinava here cites the example of kaiSika-jati
where in its sédava from the elemination of ri, where dha is an amfa
is not an exception.

Thus, the two conditions for samvdda were, firstly, there should be
an interval of nine or thirteen §rutis between two notes and, secondly,
the two notes should be formed with an equal number of §rutis.

The meaning of vivadi in the context of present-day Indian music
is that note which is omitted in a certain raga, or that which brings
about discordance. The concept of vivadi in gandharva seems to have
been different. As regards vivadi, Bharata says that “‘those which have
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two ruti intervals are termed vivadis, such as rsabha and gandhara,
dhaivata and nisada.”’®® Thus particular notes have not been singled
out and described as vivadis to particular jatis. Instead two pairs of
notes, rsabha and gandhara and dhaivata and nisada, are described as
vivadis to each other, gandhara being at a two-Sruti interval from rsa-
bha, and so also nigdda from dhaivata.

The concept of anuvadi seems to be that which is not vadi. or sarir-
vadi, but also not vivadi.%0 Bharata ennumerates the anuvadis of the
two gramas.5!

Sad ja grama :

Svara : Anuvadi svaras
sa & ri, ga, dha, ni
ri = ma, pa, ni
ga : ma, pa, dha
ma : pa, dha, ni

The auuvadis of paicama and dhaivata are not clear.
Madhyama-grama :
sa . ri, ga
ma : sa. ri, ga, dha, ni
dha : sa, ri, ga
ni s sa, ri

Murcchana

Ancient Indian music recognised two grdamas, on the basis of two
different arrangements of §ruti intervals according to the seven
notes of an octave. Each of these gramas could result in seven miirc-
chanas which were the seven svaras of an octave in a serially ascending
order;%2 each new miircchana beginning on a new and successively lo-
wer note. These mircchanas were numbered serially and each had
a distinct denomination. The first mirechana of the sadja-grama began
with sa and ran thus—sa ri ga ma pa dha ni. This mircchand was
Uttaramandra. The second was ni sa ri ga ma pa dha and was called
Rajani. The third, Uttardyata, was thus—dha ni sa ri ga ma pa. The
fourth Suddha-sadja ran thus—pa dha ni sa ri ga ma. The fifth was
ma pa dha ni sa ri ga. and was named Matsarikrta. The sixth, Afva-
kranta, ran as following —ga ma pa dha ni sa ri. The seventh, Abhirud-
gata, commenced with ri and ended in sa thus—ri ga ma pa dha ni sa.%3

Similarly, the mircchanas were formed in the madhyama grama
too, each with its specified serial order and denomination. The first
miircchand in this grama commenced with madhyama and was called
sauviri, It ran thus—ma pa dha ni sa ri ga. The second, Harinasva,
began with ga and was thus—ga ma pa dha ni sa ri. The third, Kalo-
panata, ran thus—ri gama pa dha ni sa. The fourth, Suddha-madhyama,
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was as following—sa ri ga ma pa dha ni. The fifth called Margi, was
thus—ni sa ri ga ma pa dha. The sixth was dha ni sa ri ga ma pa and
named Pauravi. The seventh, named Hrsyakd, began with pa and con-
cluded with ma. It ran thus—pa dha ni sa ri ga ma.%*

Bharata remarks —Evametah prakramayutah pirnah sadavitaudavi-
tah sadharanakrtasceti caturvidhah caturda$a mircchanah% This
would mean that there were four classes of mircchanas—with full
seven notes, with six notes, with five notes and with auxiliary notes.
This seems to be contradicted by the fact that Bharata soon after says
that mircchané is an orderly sequence of seven notes.

Were the miircchanas then rigid heptatonic structures ? What in
that case, would these four classes of miircchands be ? Could miirech-
anas be rendered hexatonic and pentatonic too ?

Acarya Brhaspati does classify the miircchanas into four types, but
according to him, they are—$uddha, antara-samhita, kakali-samhita and
antara-kakali-samhita,%® i.e. mircchanas with all pure or avikrta notes,
miircchanas with antara gandhara, those with kakali nisada and those
with antara gandhara and kakali nisada. That is to say, he regards miir-
cchands as heptatonic structures, the only difference being that some
are with all the seven pure notes, some have an antara gandhara instead
of a dvisrutika ga, some kakali nisada instead of dviSrutika ni and
some with both the auxiliary notes, but in no case is any note drop-
ped. Acarya Brhaspati is of the opinion that sadava and auduva mir-
cchanas are tanas and not different forms of mircchands.5? He quotes
Sarngadeva who says—Tdnah syuh mircchanah sadavauduvikrtah.%8

The other view is that mircchanas were of four types—heptatonic,
hexatonic pentatonic and with auxiliary notes. This view was held
by Dattila, Matanga®® and also Abhinava.’® Abhinava, thus not only
clearly, refers to sadavita and auduvita but even discusses them later.

A miircchand can be accomplished in two ways. If in the sad ja-
grama, gandhara is raised by frutis and considered as dhaivata of the
madhyama grama, the rest of the notes get automatically adjusted to
$ruti interval of the madhyama grama and thus we can obtain Suddha-
mircchands of the madhyama grama. Similarly by the lowering of
dhaivata by two Srutis in the madhyama grama and considering it as
gandhara of the sad ja grama the Sruti interval will get adjusted so as
to correspond with the notes of the sad ja grama.™

It is interesting to note that Matanga postulates mircchands con-
sisting of twelve notes.”® The raison détre is that a seven note miirc-
chana is not sufficient for the proper unfoldment of jari, raga etc. as
often the lower and higher octaves are not available.

To the basic seven note miircchand five notes are added. The
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twelve note mircchand system of Matanga etablishes the mircchanas
of the sad ja and madhyama grama™ thus :

Sadja grama—

Uttaramandra : dha ni sa ri ga ma pa dha ni sa ri ga
Rajani : ni sa ri ga ma pa dha ni sa ri ga ma
Uttarayata : sa ri ga ma pa dha ni sa ri ga ma pa
Suddhasadja : ri ga ma pa dha ni sa ri ga ma pa dha
Matsarikrid : ga ma pa dha ni sa ri ga ma pa dha ni
ASvdkranta : ma pa dha ni sa ri ga ma pa dha ni sa

. Abhirudgata : pa dha ni sa ri ga ma pa dha ni sa ri
Maa'h yama grama—

Sauviri : ni sa ri ga ma pa dha ni sa ri ga ma

. Harinasva : sa ri ga ma pa dha ni sa ri ga ma pa
Kalopanata : ri ga ma pa dha ni sa ri ga ma pa dha

. Suddhamadhya : ga ma pa dha ni sa ri ga ma pa dha ni
. Margi : ma pa dha ni sa ri ga ma pa dha ni sa
Pauravi : pa dha ni sa ri ga ma pa dha ni sa ri

. Hrsvaka : dha ni sa ri ga ma pa dha ni sa ri ga.

]t may be noted here that each new mircchana is commencing from
a successively higher note, rather than from one lower note each time
(as is done in the seven note mircchands).

Kumbha’ has given a severe criticism of Matanga’s twelve note
miircchana system. It does not seem to have been accepted by later
theorists, who consider only the basic seven note miircchana system.

Miircchanis were the basis of the formation of tanas. Thus states
Bharata— tatra miircchanasritastanascaturasitil " Abhinava, too, has a
similar remark— miircchananamasritak yatastasameva tevasthavisesah.™
Thus out of the mircchanas of the sudja and madhyama grama were
formed the eighty-four tanas.

As regards miircchands, it seems, that they were not sung or played
per se. It is significant that Bharata does not mention mircchana and
tana in the list of topics of the $ariri vina, but only for the daravi. As
regards tana, Abhinava says, “Although possible in the fariri they
should not be used there, because it is not conducive to ease, that it
is inconvenient.”78 As they have not been included in the list of items
in the $ariri vind, mircchands as such were not sung at all. Tanas
could be sung, but were usually not done so. They were, however,
played on the vind. Abhinava questions this :™

“Where is the use of the mircchanas and tanas ? It has been said
that the form of the tana is for the sake of the mircchanas. As for the
statement that it 1s for the pleasing of the performers, the idea is that
the listeners know the tradition. This is being said, although in this

o T e e B
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tradition familiar to the listeners there is no use of the mircchanas ..”
That is to say, the miircchanas were not used directly i.e. not sung or
played before the audience. This is again borne out by a very signi-
ficant statement of Abhinava. He says, ‘‘Mircchands are not like
jati, graha and bhasa useful n performance but tanas are useful in
orchestra.””80 The difference between the two is quite clearly stated
here, and allows no room for confusion. Miircchanas were not actually
played or sung, hence unlike tanas, they had no role in the orchestra.
Their role was merely to provide a functional basis serving to tune
the instrument and providing musical scales.

In instrumental music their role was for tuning (sdrand). Bharata
states.— Miircchanatana prayojanamapi sthanapraptyartham. Sthanam
ca trividham parvoktolaksanam kakuvidhaviti 8t

The miircchana helped the tuning of instruments to a proper scale.
It is significant that Dattila refers to experts and their instrumental
tuning (sarand) in connection with the determination of mircchanas.®*
Bharata has not spoken of particular mircchanas for particular jatis,
but Matanga has indicated particular mircchanas for particular jatis,
and so Sargadeva, too. A jati can have many améa svaras, so one
should take such a miircchana which would appropriately cover up the
mandra and tara limits given any amsa svara.83

Though Bharata does not mention mircchanas in connection with
the $ariri vina, strangely enough, Abhinava does.8* He tries to justify
the role of miircchands in singing by pointing out their use in the sing-
ing of saman. So it has been shown ‘he sings three songs by uttara-
mandra...’8 Again, earlier, he had stated “thus it is heard in the
Vedic texts ‘he should sing three gathds by uttaramandra’ those wives
will sing to you by patalikas.8 He also says that the jati Argabhi was
sung in the murcchana beginning with paficama. Since it was a gadja-
grama jati, it can be inferred that he meant the Abhirudgata mirc-
chana.86® Thus, the concept of a mircchana bears the strongest resem-
blance to a scale, seven in each grama, each commencing from a diffe-
rent note. Indeed, in the ancient musical system, with its rigidly fixed
scheme of determind $ruti intervals between the notes, there could be
no other method of obtaining a variety of scales.

Tana

Bharata declares tdnas to be dependent on the miircchanas and
gives their number as eighty-four—tatra mircchanasritastanascaturasiti
(NS, IV, Chap. 28, p. 27). Abhinava explains tanas as particular states
of miircchanas .. Tasameva tevasthavisesah (AB on NS, 1V, Chap.
28, p. 27) Bharata states that there are forty-nine hexatonic tanas and
thirty-flve pentatonic ones,8” thus eighty-four in all. By implication,
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this would mean that mércchanas when rendered hexatonic or penta-
tonic were fanas.88
Bharata says that there were seven ways of rendering tanas hexa-
tonic—by dropping 4 notes i.e. sa, ri, pa and ni in the sad ja grama
and by dropping three notes sa, i and ga in the madhyama grama.
Thus the hexatonic tdnas come out to be forty-six in both the gramas.8?
Hexatonic tdnas in the sadja grama : Dropping out the notes sa,
ri pa and ni four tanas can be worked out from the uttaramandra
miircchana. These run thus :
1) -ri ga ma pa dha ni
2) sa-ga ma pa dha hi
3) sari ga ma-dha ni
4) sari ga ma pa dha-
Rajani 5) ni- ri ga ma pa dha ni
6) nisa-gama pr dha ni
7) ni sa ri ga ma- dha ni
8) ni sa ri ga ma pa dha-
Uttarayatd 9) dha ni - ri ga ma pa
10) dha ni sa- ga ma pa
11) dha ni sa ri ga ma-
12) dha- sa ri ga ma pa
Suddhasad ja 13) pa dha ni - ri ga ma
14) pa dha ni sa- ga ma
15) -dha ni sa ri ga ma
16) pa -dha sa ri go ma
Matsarikyta 17) ma pa dha ni - ri ga
18) ma pa dha ni sa - ga
19) ma- dha ni sa ri ga
20) ma pa dha- sa ri ga
ASvakranta 21) ga ma pa dha ni - ri
22) ga ma pa dha ni sa -
23) ga ma- dha ni sa ri
24) ga ma pa dha- sa ri
Abhirudgata 25) ri ga ma pa dha ni
26) - ga ma pa dha ni sa
27) ri ga ma- dha ni sa
28) ri ga ma pa dha- sa
Madhyama grama : 4
Three tanas from each mircchana of the madiyama grama can be
worked out by omission of the notes sa ri and ga.
Sauviri 1) ma pa dha ni - ri ga
2) ma pa dha ni - sa ga
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3) ma pa dha ni sa ri -

Harinasva 4) ga ma pa dha ni - ri
5) ga ma pa dha ni sa -

6) - ma pa dha ni sa ri

Kalopanata 7) ri ga ma pa dha ni -
8) - ga ma pa dha ni sa

9) ri - ma pa dha ni sa
Suddhamadhyam 10) - ri ga ma pa dha ni
11) sa - ga ma pa dha ni

12) sa - ri ma pa dha ni

Margi 13) ni - ri ga ma pa dha

14) ni sa - ga ma pa dha

15) ni sa ri - ma pa dha

Pauravi 16) dha ni - ri ga ma pa
17) dha ni sa - ga ma pa

18) dha ni sa ri ma pa

Hrsyaka 19) pa dha ni - ri ga ma
20) pa dha ni sa - ga ma

21) pa dha ni sa ri - ma

Thus twenty-eight tdnas in the sad ja grama and twenty-one in the
madhyama grama constitute a total of forty-nine hexatonic tanas in
both the gramas.

Pentatonic tdnas could be rendered in five ways. There were three
ways in the sadja-grama—by omission of sadja and paficama, by omis-
sion of rsabha and paficama, and by omission of gandhara and nisada.
In madhyama-grama, the two ways of rendering were by omission of
gandhara nisdda and by that of rsabha-dhaivata. Thus, there were
twenty-one pentatonic f@nas in the sadja-grama and fourteen in the
madhyama-grama.®® 1t may be noted that the rule of samvaditva gov-
erned the omission of notes in pentatonic tdnas.

By dropping the pairs of notes sadja-paficama, rsabha-paficama and
gandhara nisada —three tanas could bz obtained from each mircchana
of the sad ja-grama :

Uttaramandra 1) - ri ga ma- dha ni
2) sa - ga ma- dha ni
3) sa ri - ma pa dha-
Rajani 4) ni - ri ga ma- dha
5) ni Sa - ga ma -dha
6) -sa ri = ma pa dha
Uttarayata 7) dha ni - ri ga ma
8) dha ni sa - ga ma -
9) dha - sa ri - ma pa
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Suddhasad ja 10) - dha ni - ri ga ma
11) - dha ni sa - ga ma
12) pa dha - sa ri - ma
Matsarikrta 13) ma - dha ni - ri ga
14) ma - dha ni - sa ga
15) ma pa dha - sa ri -
AS$vakranta 16) ga ma - dha ni - ri
17) ga ma - dha ni sa -
18) - ma pa dha - sa ri
Abhirudgata 19) ri ga ma - dha ni -
20) - ga ma - dha ni sa
21) ri - ma pa dha - sa
Madhyama grama: .
By the omission of the two pairs of notes ga-ni and ri-dha, two
tanas could be obtained from each mircchana of the madhyama grama.
Sauviri 1) ma pa dha - sa ri
2) ma pa - ni sa - ga
Harinasva 3) - ma pa dha - sa ri
4) ga ma pa - ni sa -
Kalopanata 5) ri - ma pa dha - sa
6) - ga ma pa - ni sa
Suddhamadhyama 1) sa ri - ma pa dha ni
8) dha ni sa - ga ma -
Margi 9) - sa ri - ma pa dha
10) ni sa - ga ma pa -
Pauravi 11) dha - sa ri ma pa
12) - ni sa - ga ma pa
Hrsyaka 13) pa dha - sari - ma
14) pa - ni sa - ga ma
Bharata in his list of topics relating to svara mentions only seven
items as relating to the fdrii vina or vocal music. Tdana has not been
included in it. Abhinava explains this by saying, ““Tana, although po-
ssible in the §ariri should not be used there because it is not condu-
cive to ease; it is inconvenient. It is used for the sake of practice, but
success in it arises only through the exact number of notes in the vind
(i.e. even while tana is being used in vocal practice, even then one has
to take help of the vind which is capable of producing the exact num-
ber of notes required. Thus even then one has to take the help of the
vind which is capable of producing the exact number of notes requi=
red). Thus even when one is not able to produce the notes from the
voice, one may, by having the distinction of notes comprehended by
the heart, be able to produce the notes on the vina.”® It seems, thus,
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that though tdna was possible in the fariri it was actually more popu-
lar in the vina. It may be noted that the word tana derives from the
root fan which means to ‘stretch’ or ‘pull’; perhaps this reference to
the stretching or pulling of string or strings indicates instrumental pla-
ying as the source of tanas.

Bharata describes t@nakriyd, or the method of playing tdnas on the
vind, when certain notes are to be dropped. Tanakriya, says Bharata,
can be executed in two ways, by pravefa and nigraha. Bharata ex-
plains Nigraha as non-touching. Pravefa is the sharpening of the
preceding note or the softening of the succeeding note.92 Nigraha is
clear enough. It means that when a note is to be dropped, it is simply
avoided. Explaining pravefa Abhinava says that when a note, say
sad ja, was to be dropped, then (by the tightening of the string) the
note could be raised and rendered as rsabha. Alternately in the
uttaramandra mircchana (the sadjagramiki miircchand which began
with sad ja) when sa was to be dropped (the string could be) lowered
and tuned to ni. Whether the note was to be rendered higher or lower
depended on whichever note happened to be stronger in that parti-
cular jati, and thus further strength was imparted to the already
strong note .93

The basic idea was that in pravefa, the omissible note was not
avoided while playing, but assimilated into its neighbouring note,
whether higher or lower, as required by the exigencies of the melodic
structure.

Sthana

Bharata, in the 17th chapter mentions three sthanas viz. chest,
throat and head.? He co-relates these three sthanas with the three
octaves—mandra, madhya and tara, while giving the details of the
nature and variety of kdku.95 Bharata, here uses the analogy of the
vind in the context of sthdana for human frame in saying that kaku
arises from the three sthanas of the ‘$ariri vina'. chest, throat and
head.

Octaves lower or higher than mandra or tara might have been used
specially in the daravi vina, though there is no such specific reference.
Bharata does not mention terms such as rdratara, anumandra and
mandratara.9® However, Abhinava explains that these are not octaves
beyond the normal three but relatively higher or lower positions with-
in mandra and tara.%

The madhya saptaka or the middle octave was the most important
one, whether in vocal or in instrumental music. the middle octave
was taken in its entirety;?® but there were restrictions as regards the
movement of notes in the mandra and rdra in specific jatis.
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Jatis

Eighteen jatis or musical modes have been described by Bharata
—Samavayajjdtayastu jayante® i.e. jatis are born of a conglomera-
tion. The conglomeration was the grouping together of the various
Jati-laksanas or characteristics of a jari, which then gave rise to a par-
ticular melodic structure termed jati. Dasakam jatilaksanam—thus
Bharata enumerates ten characteristic features of a jari. These were
the (1) graha (2) anisa (3) tara (4) mandra (5) nyasa (6) apanyasa (7)
alpatva (8) bahutva (9) sadava (10) auduvital® On graha Bharata
says—grahastu sarv. jatinamamsavatparikirtitah yatpravritam bhaved-
geyamanmso grahavikalpitah 101

Graha was the note used at the commencing of a melody. Thus
says Dattila ‘grahastu gitadisvaraf’ 192 and Matanga thus— jaryadipra-
Yyogan grahyate yenasau grahah.193 That the graha was the initial note
of a melody is an accepted fact. The controversial aspect, however,
is its relationship with the amfa. s graha only similar to amsa or is it
in fact identical with it ? The second line has been translated by M.
M. Ghosh thus—"The note which is taken up in the beginning (of
a song) is the graha and is an alternative term for the amfa.” 0% This
could also be translated as the note which is taken up in the begin-
ning (of a song) is a graha, or as an alternative the amsa (can be used).
Abhinava, commenting on this verse, gives some clues to the relation-
ship between graha and am$a —Prayo am$asyaiva grahatvamutsrstam.105
Then again, “what is this graha 7 The text answers—it is another
name for that (for afa ?) How ? The answer is ‘that by which the
song is to begin. Hence it is another name for amfa.’ He (Bharata)
says ‘constructed by graha’— (this means) when conjoined with an-
other property, by the property of graha thus constructed it is made
as of two natures. It becomes graha not simply by predominance......
Sometimes amfa does not become graha, for example paiicama (is
am$a) in Nandayanii, gandhdrais its graha. Hence, graha must be
mentioned separately. Even though there are not many illustrations,
yet the principle (is enunciated). In the grama raga etc.. it is not pos-
sible to recognise the grahatva of a note other than the amfa.”1% From
the above reading it becomes clear that though almost invariably anmsa
and graha were the same. but there were some exceptions, as in Nan-
dayanii jati; hence each had their independent status too. Graha, be-
ing the initial melodic note, had a limited role, whereas amfa was a
much larger concept. It was the note which determined the form of
a melodic structure and was the dominant note in it.197 The grahas
specified for a jati are exactly the same as their amias, except for
Nandayanti.
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Bharata enumerates ten characterstics of the amsa : (1) Tt is the
note from which is generated the charm of the raga and on which it
depends; (2) it determines the range of the mandra, and (3) the range
of tara and mandra; (4) it is the most dominant note. Also it deter-
mines the (5) graha, (6) apanydsa, (7) vinyasa. (8) sannydsa, and (9)
nyasa, and (10) is the note which others follow,108

Range in the upper octave or taragati : In contrast to present-day
classical music, where the singer has the freedom to move in all three
octaves, in gandharva music there were strict rules regarding the use
of notes in the lower and upper octaves and thus regulated, the move-
ment in the mandra and tara was a limited one. In the tdra or upper
octave one could only sing up to the fourth amfa and not beyond
{hat. 110 Abhinava explains this thus—""with the amfa svara. four er
five notes of the tdra saptaka are to be used. For example when sadja
is amfa, sa, ri. ga ma, pa with rsabha ri, ga, ma. pa, dha; with gand-
hara ga, ma, pa, dha, ni; with madhyama ga. ma, pa, dha, ni; and simi-
larly with paiicama, dhaivata and nisada. It is these that are establish-
ed by practice (lakgya).”11' Further, Abhinava says that if one could
not sing very high, there was no harm in singing a note lower than
the prescribed one in the upper octave, but one ought never to sing a
note higher than the prescribed one. Thus he says, “If sadja is the
améa. then the tara saptaka should be taken upto ri, ga. ma (pa), if
one has the capability of doing so (i.e. if one can stretch the voice so
high), but even if one is capable, one should not go beyond that. But
taking a lower note is not faulty. This is shown by the word para.
When rsabha is the ams$a, the notes are to be taken upto dhaivata
(from) the rgabha of the tdra saptaka. When gandhara is the amfa, the
notes are to be taken up to dhaivata (from) the rsabha of the tdra sap-
taka. When gandhdra is the amsa, then the seven notes ending with
nigada (may be used): madhyama. paficama and dhaivata those (being
the amfa) the notes upto nigdda are to be taken. In these five amfas,
the whole of the tdra saptaka is to be taken. If the capability is med-
ium, then the @roha is only up to four notes But in the Nandayanti
the extreme limit in tara is explained there (thus) that the movement
in the tara saptaka never goes beyond the sadja.”'12 Thus as stated,
in the Nandayanti the rule of the fourthfifth note did not apply; mo-
vement in the tara saptaka was totally prohibited there. Bharata spe-
cifically says this about the Nandayanti—taragatyatu sad jastu (sad jopi)
kaddcinnativartate....... 113

Movement in the lower octave or mandragati is three-fold114 viz.
(1) one could descend up to the azmsa; (2) another lower limit was the
nydsa; and (3) a third possible lower limit was the note immediately
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below the nydsa.11®

Nydsa : Angasamaptau nydsak 118 states Bharata; i.e. nydsa occurs
at the end of an anga or part i.e. at the end of a portion of the melo-
dic structure. Abhinava, however, explains nydsa to be the concluding
note of the jari itself. i.e. the note on which the jari ends.!17 Apanydsa™®
occurred at the end of smaller parts within the melodic structure.
Every jati had specific notes prescribed as nyasa or apanyasa for them.

Alpatva : When a note was sparingly used in a jari, this was termed
as alpatva. This was effected in two ways : (1) by leaghana, and (2) by
anabhyasa1'® Abhinava explains laighana thus : “Langhana means
proceeding to another note while touching, not resting.” Thus /laa-
ghana was the gliding over of a note or touching it slightly in such a
way that being unemphasized itself, it tended to highlight the note
following it.120

Abhinava, explaining the use of laiighana, says, “where in the piirna-
vastha. a lopya-svara is employed, there that note is frequently glided
over (langhana) 12} Anabhyasa was to avoid repeating of the note. It
operated on weak notes. i.e was used when andmsas (neither amfa nor
paryéyaméa) were used. Thus says Abhinava, “Occasionally there is
also non-repetition or anabhyasa. There is anabhyasa when those no-
tes are used in the antaramdrga which are not parydyamfas such as
nisada and rgabha in the gadji.”"122 Thus often in gadavita or auduvita,
i.e. the hexatonic or pentatonic jdtis, notes were often not omitted
totally, but rendered weak, i.c. alpatva was effected.123

Bahutva : Bharata defines bahutva as the note which was strong.124
Abhinava, too, states, ‘‘Now he mentions buhutva and defines it by
saying that alpa is that which is weak (abala) and in contrast the str-
ong note in frequent (bahutva) as may be understood by implicati-
on.”"125 Thus, bahutva was the note which was dominant and prolifi-
cally used in a jati. Though Bharata does not say so specifically, how-
ever, Abhinava postulates bahutva also to be two fold. ‘... like the
alpatva belonging to the jati, bahutva is also two-fold ......” Thus bahu-
tva is two-fold due to alanghana (non-skipping) and abhydsa (repeti-
tion) 126 “The notes which were obviously prolific in a jati were the
vadi and samvadi. Other notes where the bahutva was effected were the
paryayamsas or alternate amsas. 1%

Hexatonic treatment of jatis is indicated with sadavita and there
are 14 hexatonic jatis. Pentatonic treatment of jatis was termed audu-
vita there being 10 such jaris.1*8

Other important elements in the structure of a jati were sannyasa,
vinyasa and antaramarga. Bharata, Dattila and others have spoken of
only 10 elements characterising a jati and have treated these three



206 A Historical and Cultural Study of the Natya$astra

separately. Sarngadeva however, speaks of 13 charactertics of a Jatil29
as he has included these 3 characterstics too, and not described them
separately. Sannydsa was the concluding note of the first vidari (a
sub-division of the melodic structure).130 Both Dattila and Sarnga-
deva state that it was not a vivadi of the am$a 131 Vinya:a is defined
by Bharata as the note which occurs at the end of a pada or word.132
Abhibava and Sarngadeva complete this definition by saying that,
that was the concluding note of a pada within a vidari unit 133

Antaramarga was the typical movement of svaras in a jati which
helped in the unfoldment of the character of the jari.13% [t may be
compared to the present-day term ‘calan’ which is particular move-
ment in a rdga which gives it its individuality.

Eighteen jatis have been enumerated by Bharata, 7 belonging to
the sadja-grama and the rest to the madhyama-grama. The sad ja-gra-
miki jatis are Sadji, Argabhi. Dhaivati, Nuigadi, Sad Jjodicyavati Sad ja-
kaiSiki and Sadja-madhyama The madhyama-gramiki jatis are thus—
Gandhari, Modhyama, Gandharodicyava. Paficami. Rakta-gandhari.
Gandharapaiicami, Madhyamodicyava Nandayanti, Karmdravi, Andhri
and Kaifiki.135 Bharata mentions a third category of jaris in which
the sadharana notes were used. The sadharana notes had a limited
role in gandhara and there were strict rules regulating the use of
sddhdrana in gandharva music. Bharata states that the sadhdrana could
be used only in the singing of 3 jatis; viz. madhyama, sad ja-madhyama
and Paiicami 136

The 18 jaris were further subdivided into two—S$uddha and vikrta.
Suddha jatis were those which were named aiter the seven svaras and
that very note after which the jati was named was its amfa, graha,
nydsa and apanydsa. There were 7 fuddha jatis which were thus—gsad ji,
Arsabhi. Dhaivati and Nisadini in the sadja grama and Gandhari, Ma-
dhyamd and Puiicami in the madhyama-grama.13? 1t also had the nydsa
svara regularly in the mandra and did not have notes dropped from it.
When two or more characteristics of the Suddha-jati were altered ex-
cept for the nyasa 1t was termed a vikrta jari 138 There were born
through mutal combination (samsarga) of the S$uddha-jatis. 139 These
were L1 in number and their names and origin have been enumerated
by Bharata 140

Parent jatis Derived jatis
(Suddha) Samsargaja Vikrta
1. Sadji and Madhyama Sadjamadhyama
2. Gandhart, Sadji Sadjakaigiki
3. Sadji Sad jodicyava

Gandhari
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Dhaivati
4. Sadj Gandharodi-
Gandhart cyavati
Madhyama
Dhaivati
5. Gandhari Madhyamodicyavati
Paficami
Madhyama
Dhaivati
6. Gandhari Raktagandhari
Paficami
Saptami (Naigadi)
7. Gandhari Andhri
Arsabhi
8. Arsabhi Nandayanti
Paficami
Gandhari
9. Argibhi Karmaravi
Paficami
10. Gandhari Gandharapaficami
Paficami
11. Sadji Kaigiki
Gandhari
Madhyama
Paficami
Naisadi
Since these had some characteristics of the Suddha altered in them,
they were termed vikrtd; since they were born of combination, they
were also samsaragaja.t41
Bharata speaks of 4 jatis which always had 7 notes. 4 were hexa-
tonic and 10 were pentatonic. Madivamodicyava, Sad jokaifiki Karma-
ravi and Gandharap ficami had all the 7 notes. Sddji Andhari Nanda-
yanti and Gandharodicyava weie hexatonic. The pentatonic jatis Nai-
sadi. Argabhi, Dhaivari. Sad jamadhyama and Sad jodicyavari ol the Sad-
Jjagrdma; the madhyamagramiki pentatonic jatis were Gandhari Rakta-.
gandhari, Madhyvama. Paiicami and Kaifiki. However, Bharata also
adds that those that were hexatonic could sometimes be rendered as
pentatonic and vice-versa' Another general rule that governed these
jatis was that in the rendering of Sadvita and auduvita -of these jatis
the samvadi could not be dropped. Hence the Zatis had to be rendered
hexatonic and pentatonic in such a way so as to not effect the sam-
vadi 142



Sad jagramiki jatis Amia Nydsa Apanyasa Hexatonic Pentatonic Weak Strong Movement of
name (notes (notes Notes Notes - Notes
dropped) dropped)
S 2 3 4 5 6 7 8 9
1. Sagjit4s sa, ga, ma,  sa ga, pa ni — ni, ri gal¥ from sa to ga
pa, dha from dha to sa
2. Argabhil4s ri. dha, ni ri dha, ri. ni sal46 sa,pa — - —
3. Dhaivati!4? ri, dha dha  dha,ri,ma  pa sa, pali® — gal4® -
4. Naigadils? ni, ga, ri ni ni, ga, ri pa sa, pa - — —
5. Sadjakaisikil®! sa, ga, pa ga sa, pa, ni X X ri, mals? — —
6. Sadjodicyaval®® sa, ma, ni, dha ma sa, dha ri ri, pal®? — sa(ri) movement of
gald® gfa notes—-sa,
ma, dha, ni
7. Sadja-madh- sa, ri, ga, ma sa, ma all notes ni ni, ga o —  safcadra of all
yamald6 pa, dha, ni apanyasa notes
Madhyama-Gramiki Jatis
8. Gandhari1?? sa, ga, ma, ga sa, pa ri ri, dhal5® ri, dha - — notes should be
pa, ni associated with
amsa and nyasal®?
9. Rakta- sa, ga, ma, ga ma ri ri, dha  ni, dhal®l — sa and ma move-
gandharyl60 pa, ni ment162
10. Gandharo- sa, ma As in  Sadjodicyava ri X ga in the —  saficara between
dicyavalts ma sa, dhal® mandral5 the two amsa

notes166
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12.

13

14.

15

16.

1

18.

Madhyamal6?
Madhyamo-

dicyaval68
Paficamil?2

Gandhara-
paficamil?4

Andhril7

Nandayantyl79

Karmaravilss

Kaidiki186

sa, ri, ma, pa, ma
dha

pal6® ma
ri, pa pa
pa pa

pa.ri,ga, ni ga

pa-amfa ga
ga-grahal®0
ri,pa,dha,ni  pa

sa, ga, ma, ga, hi,
pa, dha, ni pal®’

sa, ri, ma,
pa, dha
sa, dhal?0

ni, ri

ri, pa

ri, pa, ga, ni

ma, pa

ri, pa, dha,ni

sa, ga, ma, pa,

dha, ni (ri)188

ga ga, ni sa, ma —_

ma,

gal?l
sa, ga, — (a) ma- ri-
sangatal’s

(b) ni- ga

(a) ri-dhal?

(b) ma-ri

(c) ni, ga

(a) ga-ri-saficara

(b) ni-dhal?®

(a) langhana of
rsabha in
mandra'8!

(b) movement of
only upto
tara sa not
beyond?82

anaméa'® Prolific movement

of gandhara
everywherel85
pa,ni saficara like that
of sad ja-madh-
yamélw i

ga ga, ni

X X - —

sa X

sa X By -

X X X

ri ri, dha ri
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Varna

The concept of varna was basically related to song. Varna was
inseparably connected with the padas (words) in a song. The melodic
movement of notes in which a single word was sung was the unit of
varna, so that every word in a song demarcated one varna.

Abhinava says “‘jati is indeed a mere pattern of notes. But the
practice of vastu and varna depends on their relationship with pada.
On that depends the alamkara (varna) which is so inherently connected
with pada that it cannot be defined without it.”’196 Abhinava raises the
problem that since varnas have been included in the body of the jati
why have they not been mentioned along with the 10 jati laksanas M9
He answers that jatis were basically a group of notes and both in gan-
dharva and gana one finds musical rendering without words. But
the varna cannot even be defined without relationship to the pada. He
gives the examples of graha etc. which occur even without the pada in
the antaralipa etc.192

““The word varna denotes the expansion of action (kriya vistara).
Thus the action may be either by staying on one note or by ascending
or discending or through a mixture. Hence there are 4 varnas only
and no more.. Varna is in reality the ascent, descent, staying and
movement only. The pada which is thus sung is called varna,” says
Abhinava.193

Bharata classifies varnas into four types
saficari, 194

Arohi varna consisted of ascending movements of notes i.e. as-
cending from low notes to high.

Avarohi was a descending movement.

Saficari was characterised by both ascending and descending move-
ments. Sthayi was to stay over a single note.1%5 Abhinava remarks
that in rendering this varna, the same note, whether in the high,
middle or low octaves, should be repeated frequently. The rendering
of the note should not be a continuous one for a long period, with-
out any break, resembling the long drawn sound of a bell. He also
suggests that when a note is emphasized by repetition, it did not lose
its status of a sthayi even if one or two other notes either higher or lo-
wer were sung along with it.19 The Frtti on Brhaddesi gives a similar
exposition of the sthayi varna.197 The Vrttikara gives an example from
the gadjijati to show that the sthayi could employ more than one
svara provided that the main impression created was that of the
sthayi note e.g. sa ri sa; sa ri sa. Sarngadeva held that sthayi varna
was characterised. when the same note was put to a halting use i.e.
halting on a note by a repetition.198 But Kallindtha adds that notes
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separately dwelt over in the same movement also constitute sthayi
such as sa sa sa; ri ri ri.

Varna was a concept relating basically to vocal music. Bharata
says that varnas arise from $drira notes Sarirasvarasambhiitah. 199
Though primarily a vocal concept, it could also be rendered on ins-
truments. Abhinava comments on the above phrase ‘‘(varnas) are
basically dependent on sung notes. But even on the vind, one does
find melodies rendered as resembling songs and thus varnas are pre-
sent there too: it is not that alamkdras (which depend on varna) are
not played on vinas.”’2%0 Abhinava then quotes this verse—

Sariryam tvasphutd ye tu darvyam ve vyavasthitah/
darvyam calita ve fariryam te suniscalah.[/*0

i.e that which was indistinct in the $driré (vina or vocal music)
was clear in the daravi (vina or instrument). That which was unclear
in the instrument could be well understood on the §driri i.e. vocal
music. As examples may be cited the tanas and $rutis which were clear
on the vina and varna and alamkdra in vocal music.

Footnotes

| SrutiSca nama S$rotragamyam vailaksanyam yavata Sabdenotpad-
yate. AB on NS, 28, Vol. 1V, p. 19.

2.1bid., p. 23.

3 Atra kecit codyam prati samadadhyuh—Srutikramabhivyamgyah
svara iti $rutaya evadau vdcya iti codyam tatrottaram bhavedevarm
yadi dhvaninadasamjiitah Srutaya eva niyataSrutyantaratvena grhya-
manah svara (iti) na hyevaim. S$rutayohyuccanicataya api svarasraya
eva pratiyante yatha bhattamatrguptah— (jayate) sahajenaiva sama-
stah Srutivistaroh svaradhasthanatoyati Srotrapiyusasaratam. Ibid.,
pp. 11-12.

4 Tabhyah kascidupadaya giyante sarvagitisu adriyante ca ye tesu
svaratvamupalabhyante svarah sad jadayah sapta. Dattila, 10-11,

5 Srutayafca vindyamevopayoginyah sarandyastantryutkarsanapakar-
sanasya tanmilatvacea. Ibid., p. 9.

6 Srutinidar$anam tu vinayam sphutam. Ibid., p. 13.

7 Gramavibhagarthameva $rutikirtanam. Ibid., p. 12.

8 Evam svasrutyutkarsadapakarsadva yadantaram mardavayatatvadva
tatpramanam S$rutih nidarSanamh tvasamabhivyakhyasyamak. Ibid.,
p. 20.

9 &.c.

10 AB on NS, 1V, p. 21.
11 A. H. Fox Strangways, The Music of Hindustan; E. Clements, In-
troduction to the Study of Indian Music; Alain Danielou, Introduc-



212 A Historical and Cultural Study of the Natyafastra

" tion to the Study of Musical Scales; Mark Levy, Introduction to

North Indian Music; Acarya Brhaspati, Bharata ka Sangita-siddh-

Canta.

12

13

‘Clements, op.cit., Chap. 1L
Danielou, op.cit., pp. 45-46, 125. He even explains Kohala’s sixty=-
six frutis as an elaboration of these 53, op. cit., p. 132; cf. Mark

“Levy, op. cit., p. 44.

14
15

16

17

20

21

Mark Levy, op.cit., p. 141.

NS, 18.21. We have, however, taken up the topic of $ruti first,
because it is impossible to discuss the topic of svara without hav-
ing discussed earlier the concept of fruti.

Tatra svaranvaktumaha tatra svard iti tesiddistesu madhye svara uc-
yanta iti Sesah na... ... vopatapayoh svara dksepa ityanayok svara-
$abdakh, tena $abdasvabhavam cittavrttimadhyasthata— rapasvasthya-
vasthaparityajanenopatapavanto hrdyatatiSayava$at svatamaksipan-
tah svavigaye abhidhanam kurvatah svara ityuktah. AB on NS, 28.21.
Nanvevai catuSruteradhikopyasti ki bahunéa sadjannisadah prayuj-
yamana$cada$aSrutikah syat maivam tavatinam Srutilabhe......tats-
parSipavanabhihanana-janitanadamsopayogah. Tatak svare tatkrta$ca
frutisankhyaniyamah. Ata eva nirantaradhvanyamsasravane viripa-
svaragravanam. Tata eva tisrah Srutayah rsabha ityadi vaksyate na
tu trtiya srutiriti. Ibid., 1V, pp. 16-17,

Taduktam Bhattatautena “‘Srutih svarah svasamvedya iti, gane $ro-
tranam sarvatrapi svaripavabhasak .. ... Na cavayavaih svardh napi-
sameayah yaugapadyabhavat. Kramikatvepi hi nairantaryat nasubhavi
(asubhavi) krtadyaugapadyabhimanah kramikasrutijanitasamskaravi-
Sesa canye Srutisthane svarasamudaya itydstam tavat. Ibid., p. 17.
Tatrantaralasrutisu niyatasankhyasu isadyo vayuna sparfastanmahi-
mna vah svarah Srutisthane snigdhatvaraktatvalaksano dharmakh tas-
vasryabhatayah Sruteruparaiijakak sa eva svara iti kecit. Ibid., p.
11. Cf. Lath, M., 4 Study of Dattilam, p. 210, where snigdhatva
and raktatva are not distinguished. Actually snigdhatva here seems
to refer to the unbrokeness and continuity of resonance whereas
raktatva seems to refer to its accoustically pleasing effect. Dr.
Lath opines that the resonance of the svara is to be understood
within the laws of harmonics.

Vaya tu Srutisthanabhighataprabhavasabdaprabhavitonurananatma
snigdhamadhurah Sabda eva svara iti vaksyamah. L.c.
Abhighatajacchabdadanantaram yonurananalaksonanyah $abdah upa-
jayate sa tavannisargasnigdhamadhurakarah. ABon NS, 28.21.

22¢Lic:

23

NS, Vol. 1V, Ch. 28, p. 32.
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24 Kalatvacca kakalisamjiiak, says Bharata (L.c.), while defining kak-
ali. Abhinava elucidates thus—isatkalastivra-bhavosmin, i.e. a
note shghtly higher in pitch (4B on NS, 1V, p. 35).

25 Tatra samjiiavagrahane bhedamaha vyavahararthamime bhinne sam-
jite  paramarthastu dvayorapitivrataratva-kakalitvam yadvaksyati
“kalatvacca kakalisamjia” iti dvayorapi cantarasvaratvam ya-duk
tam—sadharanam namantarasvaratd iti. AB on NS, 1V, Chap. 28,
p. 32.

26 Abhinava explains sadhdrana (i.e. svara sadharana) thus—Antare
bhavah antarak svasthanacyutaprasthana seikrantah sa casau svara-
ktatvam na tu visvaram tasya bhavah sadharanamiti. AB on NS, 1V,
Chap. 28, p. 31.

27 NS, 1V, Chap. 28, p. 32.

28 NS Chap. 28, 37-38; cf. ibid., 28, 44-45.

29 Many jatis had multiple amsas but probably only one amfa was
the acting amsa at a time. Thus madhyama had five amsas. viz. sa,
ri, ma, pa, dha; paiicami had two amsas, ri and pa; sad jamadhyama
had also seven possible notes as amfas.

30 AB on NS, 1V, 28. 45

31 NS, 28.125.

32 AB on NS, 28.45.

33 It seems that in an earlier period there were three gramas current
viz. sad ja-grama, madhyama-grama, and gandhara-grama. Narada
in his Naradiyo$iksa mentions the gandhdra-grama although says
that it does not exist in this world, and 1s found only in the world
of gods. Naradiyasiksa, 1, 2, 7. This shows that even by Narada's
time, the gandhara-grama had already become extinct. That it was
definitely extinct by Bharata’s time is proved by the fact that he
does not even mention it.

34 NS, 28. 25-26.

35 Madhyamagrama tu paiicamah Srutyapakrstah karyah—NS, 28 bet-
ween 26-27 (Vol. 1V, p. 20).

36 Tatak param. caturadivyavadhanetiprayatnavasaddavisvaryamiti pan-
casrutikaderasambhavah—AB on NS, 28.21.

37 Kim catussrutikenanekena tavat-pradhanena bhavitayyam piarnatvat
tacca svaradvayameva paficamasya catussrutikatvaviramat kakalyan-
tarayoScatus§rutikatvam, vikaro na svabhavah tulyam canasitvamiti
dvavevagrama.— AB on NS, Vol. 1V, p. 21.

38 Tatra svaramatram kutracit drstalrstayorupayogyapi tu tatsamiha
eva tu prayo (gopayogi) tat svaranam samithograma ityucyate. AB
on NS, 1V, 28, p. 18. Another significant statement, which shows
that the Indian system did not believe in the notion of absolute
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39

40
41
42
43
44

45
46
47
48
49
50
51
52
53

54

55
56

57
58
59

pitch occurs in a commentary of Dattilam, the Prabandhastabaka,
and is quoted by Sirhhabhiipala (on SR, 1-4, 15-16). The quoted
part concurs with Dattilam. 12, and is relevant to this discussion.
—Sad jatvena sad jasvarabhavena grhitah parikalpito buddhya vyavas-
thapito yah kascid dhvanivisesah sad jakhye grame bhavettasmad dhv-
anivisesadirdhvam trtiyah syadrsabhah iti, i.e. “‘some sound may
be arbitrarily chosen and fixed as the sad ja svara, from that parti-
cular sound in the sadja-grama the third higher (fruti) is the rga-
bha.”

Caturvidhtvametesam vijieyam ganayoktrbhik vadi caivatha Samvadi
vivadi eanuvadyapi.

N§, Vol. 1V, 28, p. 15.

AB on NS, Vol. 1V, 28, p. 16.

Yo'tyantabahulo yatra vadi vam$asca tatra Sah. Dattilam, 18.
Brhaddesi (Trivandrum, 1928), p. 13. ‘Vadanat Svamivat’.

Vadi rajatra giyate, Sangitaratnakara, 1. 3,50. See also Caturvidhah
svara vadi samvadi ca vivadyapi anuvadi ca vadi tu prayoge bahulah
svarah Ibid., 1, 3, 47.

Sa tatra vadi svarah yah bahulah san sakalagitasarthabhogapiirakah.
Bharatabhasyam (Khairagarh, ed.), 6,49.

Pravoge jatiragadau bahula bahulyena ya uccaryate so’msasvarapa-
raparyayo vadi. Sudhakara comm., Sangitaratndkara, 1,3,47.
Pradhanyadvadisabdavacyam. Anyaik laksanaih amsa-Sabdavacyam.
Kallinatha, SR, 1. p. 183.

Paryayamfe vadibhutam$ad vyatiriktam$e—Ibid., p. 190.

Te paryayena vadinah grahah ca bhavanti—Ibid., p. 186.

Yayosca navakatrayodaSakamantaram tavanyonyam samvadinau.
NS, 28, Vol. IV, p. 15.

The formation of the two gramas varied not just because of diffe-
rent éruti intrvals between some notes, but also because of the
samvada schemes being slightly different.

NS. 1V, 28, p. 15.

Mithak samvadinau ffieyan trayoda$anavantarau— Dattilam, 18.
Srutayo dvadasastau va yayorantaragocarah mithah samvadinautau...
Sangitaratnakara, 1 3,48-49.

AB on NS, Vol. IV, Ch. 28, p. 16.

Madhyamanisadayorna sarvaditvam satyapi trayodasanavantaratve..
AB on NS, 1V, Ch. 28, p. 17.

e

)

Vivadinastu te yesam dvisrutikamantaram tadyatha rsabbagandha-
rau dhaivata-nisadau—NS§, 28, p. 15.
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Vadisamvadivivadisu sthapitesu Sfesastvanuvadinah—NS$, 28, p. 15.
NS, 28, 1V, p. 15.

Kramayuktah svarah sapta mircchanetyabhisamjiiitah —~ NS, 28.32.
NS, 28, 27-28.

NS, 28.31.

NS, Ch. 28, Vol. 1V, p. 25.

Brhaspati, Bharata ka Sangita-siddhanta, p. 37.

Ibid., pp. 37-38.

SR (Adyar ed.), Svaradhyaya, p. 115.

Simmhabhiipala gives the view of Dattila and Matariga. He says—
Motangadattilau tu murcchananamanyatha caturvidhyamavadistam.
Yadaha Matangah—Tatra saptasvard miircchanahcaturvidhah pirnd,
sadbhik svaraih ya giyate sa sadava, paiicabhih svaraik ya giyate
sauduvita. kakalyantaraik svaraih ya giyate sa sadharani iti. Dattilo
pyaha—Sarvastah paficasatpiirnd sadharanakrtah smyiah—Sirha-
bhiipala on SR, (Adyar ed), Svaradhyaya, p. 114.

ABon NS, IV, p. 25.

NS§, Ch. 28, Vol. IV, p. 26.

Br., 118.

Brhaddesi, 118; Vrtti, pp. 32-33.

Cf. Brhaspati, op.cit.

Kumbhi as quoted in Bharatakos$a, p. 289.

NS, 28, p. 27.

AB ad ibid. L.c.

AB, Ch. 28, pp. 8-9.

Ibid., p 30.

Nanu ca mircchanastavat jatigrahabhasavanna prayogopayoginyah
tanasca kutapa upayujyante— AB ad NS, 1V, Chap. 28, p. 29.

NS, Vol. Ch. 28, p. 27.

Ityeta miircchanah proktah siranaScaiva vaifikah (vainikah?), Datti-
lam, 29,

Jiatva jatyamSabahulyarm nirdesya mircchana budhaih —quoted Ka-
éyapa. SR, Ragadhyaya, Kallinatha, p. 32.

Sariryam daravyam ca tulya mircchana — AB ad NS, 1V, Chap. 28,
p- 8.

Ibid., p. 30.

Tatha hi $riiyate, ‘uttaramandraya svatvam samhrtastisrogatha ga-
yet'tak patyo (patnyo?) va patalikabhirupagayanti’ Ityadita iti—
Ibid., p. 24. ‘Patalika appears to be a Vedic mircchana. Its identi-
fication has not yet been made.

862 Miircchana paficamadik. AB (GOS ed.). 28, p. 55.

87

TatraikannapaficaSat satsvarah paficatrim$at paﬁcasvar&!:—N$, 1V,
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88

89

90
91

92

Ch..28..p. 27.

This is stated clearly by Dattila thus—Paficasvarah satsvarda$ca mii-
rechana yah prakirtitah tana$caturasitistu ta evaptairudahrtah. Dat-
tila. 30. For difference between mircchand and tana, see under
miircchand.

Laksanam tu satsvarénam saptavidham sad jarsabhanisadapaficama-
hina$catvarah sadjagrame. Madhyamagrame tu sad jarsbhagandhdra-
hinastrayah Evamete satsvarah sarvasu mircchandsu kriyamana
bhavantyekannapanicasat tanah—NS, IV, Ch. 28, p. 27.

It may be noted that the omitting of note was governed by rigid
rules in gandharva music. The note ma was indispensable, and was
never to be dropped in either grama. Thus while discussing the
sadavita and audvita of jatis, Bharata says—Na madhyamasya nas-
astu kartavyo hi kadacana sarvasvaranam hi pravaro hyanasi madh-
yamah smytak gandharvavikalpe hi vihitah sémasvapi ca madhyamabh.
NS, 28.65.

In the gramas, these notes should be known as indestructible.
Paficamain madhyamagrame sad jgrame tu dhaivatam and$inar vija-
niyatsarvatraiva tu madhyamam. See also Lath, M., 4 Study of Dat-
tilam, Datt 20, quoted in AB 28, p.27, pp. 235-36.

Abhinavagupta quoting from Dattila’s work says that paiicama
in the madhyama grama, dhaivata in the sadja grama madhyama in
both.

NS$, 28, p. 27.

Tanaw tu Sariryam sambhavadapi na ptayogarhamasukhavahatvat.
Abhyasartham ca tatprayogesvanyinadhikavainasvara$enaiva tatsi-
ddheh Ata eva Sarirasvaraprayoga$akto-pi hrdayaparigrhitasvaravi-
fesah Saknoti vainasvaran prayoktum. AB, 1V, Ch. 28, pp. 8-9.

Dr. Mukund Lath translates the last line thus, “one who cannot
produce the notes through his voice, due to being unable to com-
prehend a particular note in his mind, can easily render these
notes on the vina.”” A Study of Dattilam, p. 17.

It should be pointed out here that the basic precondition for
producing a note, either through the human voice or on the ins-
trument is that the comprehension of the note should be there in
the mind. If the note has not been comprehended by the mind
then one would not only be unable to sing the note, but would
also be unable to play it on the instrument. Hence we suggest that
hrdayaparigrhita-svaraviesah is perhaps a mistake and should be
read as ‘hrdayaparigrhita-svaravisesak’. This reading would be a
more happy one.

Dividha ca tanakriya tantryam provesannigrahdcca. Tatra pravefa-
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riam madhura (adhara?) svara viprakarsad uttaramardavadva—NS,
1V, Ch. 28, p. 20.

Madhura here is perhaps a mistake for adhara. Tt would then
contrast with uttara and thus make the meaning quite explicit.
Madhura here does not make much sense and does not even help
elucidate the method of praveSa-tanakriyd. It may be noted that
M. M. Ghosh, too, in his translation of the NS, has taken the
word to be adhara. Ghosh, M.M., translation of the NS, p.12.

93 Tandrthakriya itvarthah. Aparasya rsabhapeksayd sadjasya vipra-
karsah pidanamrsabhapavadanam Tasyaiva nisadapeksayottaraman-
draya nigadotpadanam, tadatra yo balavan prayoge bhavati tatra av-
alopyantarbhavah sa hi darstatamevam vrajet. AB on NS, 1V, Ch.

=28, p. 217.

94 NS, 17.104,

95 NS, 17.106. Also—Sarvesamapyesam mandra-madhyatarakrtdh pra-
yogastristhanagatah. NS, 17.130.

96 NS, 17.114. -

97 AB on NS, 17.114.

98 For details, see under the topic ‘Mircchand’.

99 NS, 28.46. Abhinava explains ‘samavaya’ as constituting of Srutis
and svaras grouped together on the basis of graha etc.—Nirhetau
samavayartsrutisvaragrahadisamithadyato jayante tato jayata iti catur-
vitsatih nirvacanam. AB ad NS, Le.

100 Dasakam jatilaksanam—

Graham$au taramandrau ca nydsopanydsa eva cal
alpatvam ca bahutvam ca sadavauduvite tathal|—NS, 28.66.

101 Ibid., 28.67.

102 Dattilam, 57.

103 Brhaddesi, p. 66.

104 Ghosh, M.M., translation of the Natyasastra, Vol. 11, p. 19.

105 AB on NS, 28.66.

106 Ibid., 28.67.

107 The Vrtti on Brhaddesi distinguishes between the functions of
graha and améa—Tatradau jatyadiprayogogrhyate yendsau grahah
i.e. graha was the commencing note of a jati. Ams$a was the proge-
nitor of a raga , was more pervasive and thereby had greater pri-
macy—ragajanakatvad vydpakatvaccam$asyaiva pradhdnyam, Vriti
on Br., 197.

108 NS. 28. 67-69.

109 NS, 28. 79-91.

110 N§. 28.70. Kallinatha, in his commentary (on SR, 1,7, 35-36)
says that the limit of rara movement in the yadja-grama was up
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to the fifth note from the amsa whereas in the madhyama-grama,
this limit was only upto the fourth note. This, however, has not
been stated by anyone else.

Amfasvarena saha t dvattirasapta(ka) gatah paiica catviare va sva-
rah karyah. Yatha Sadjamse sa ri ga ma pa, gandhare ga ma pa dha
ni madhyame ga ma pa dha ni evasm paiicamadhaivatanisadesu. Eta
eveti tallaksayena (sthapyate).—AB on NS, 28.70.

AB on NS, 28.70.

NS, 28.34.

Tridha mandragatih am$apara nydasa-para aparanyasapara ceti..... ...
gandharenyasalinge tu drstamarsabhasevanam—NS$, 28, p 46.
Acarya Brhaspati has taken aparanyasapara to be apanydsapara and
hence according to him the third possible lower limit is the apa-
nyasa.

NS, 28.72.

Asyam jatisarirasamdptau kartavyatayam va svarah sanyasah, tarhi
asyate prayogo yeneti nyasah.— AB ad NS, Le.

Angasamaptau nyasah tadvadapanyaso hyangamadhye—NS, 28.72.
AB ad NS, lc.

Dvividhamalpatvam langhanadanabhyasacca—NS, 28.72;: 28.74.

AB, ibid.

L.c. Cf. also TsatsparSo langhane syatprayastallopyagocaram—SR,
175k

AB on NS, 28.74.

NS, 28.74.

Alpatvetha bahutve balavadabalata-viniscayadeva— L.c.
Abalamalpar tadviparyadbalavaditi bahntvallaksanam gamyata eva.
AB, ibid.

F e

Tacca jatisvaraih paryayams$air-samvadibhiscopalaksitak (ksyate).
L.c. The term parydydmsa has not been mentioned in the NS, but
has been mentioned in the AB and other later texts.

NS, 28.76.

SR, 1, 7, 29-30.

Tatra prathama-vidarimadhye nydsasvaraprayuktastu. Vivadana$i-
lam muktva sannyasah so’bhidhatavyah krtva padavasdne vinyasat
kvapi vinyasah—NS, 28.73.

Prathamaya vidarya madhye nydstvobhdk svarah na cedams$avivadi
syat sannyasah so'bhidhiyate— Dattilam, 141.

Amsavivadi gitasyadyavidarisamaptikrt sannyasoms$avivadyeva—SR,
1.7,47.

132 See fn. 130. Dattila has not mentioned vinydsa.
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AmSasya samvadyanuvadi va kapi vidaribhava (? ga) rapasya pada-
sya padante vinyasnate tada vinyasah—AB on NS, 28.73. Vinyasah
tu kathyate yo vidaribhagaripapaprante vatisthate—SR, 1,7,48.
NS, 28 75.

NS, 28.40-43.

Ibid., 28.44-45.

NS, Ch. 28. p. 37.

Vikrta laksyante tebhyonyatamena dvabhyam bahubhirvalaksanair
vikriyamupagata nydsavarjam vikrtasamjiia bhavanti. Nyasavidhava-
pyasam mandro niyamah —l.c.

TatraikadaSasamsargaja vikrta aparaspara-samsargadekadasa nirvar-
tayanti—NS, Ch. 28, p. 37.

N§, Ch. 28, p. 38.

Mukund Lath seems to have in mind three types of jatis, the
fuddhas and their vikrtas and their saikaras—Lath, M., A Study of
Dattilam, pp. 265-78. Thus he does not take the saikara or sar-
sargaja to betoken the combination of jatis ($uddhas) giving rise
to the vikrtas, but he understands it to signify a particular class of
jati, and that too which was different from the vikrtas. What is
more, he states that Bharata and Abhinava hold that these samsar-
gajas were born out of vikrta jatis and never the Suddhas. It may
be stated that neither Bharata nor Abhinava have made any state-
ment to this effect. Bharata says— Tatraikada$asamsargaja vikrra(a)
parasparasamsargadekadasa nirvartayanti (NS, 28, p. 37). Thus
11 samsargaja (born out of combination), vikrta (altered) out of mu-~
tual combination. If it meant a combination of vikrtas it should
have been vikrtanam samsargat; vikrta, however, is in nominative,
so also samsargaja. Hence vikrta and samsargaja should be taken
to qualify each other. Moreover, in the following verse Bharata
again speaks of only two types of jatis—suddha and vikrta—"‘Su-
ddha vikrtasca samvayajjataystu jayante punarevasuddhakrta bhava-
nteyathaikada$anyastu—'ca’ is after ‘vikrtalk', it is not samvayajja-
tayaca. That samvaydjjatayastu should qualify ‘vikrtdah® is made
explicit in the second line where those 1! jatis, Bharata says, are
the pure ones altered (afuddhakrta).

In fact, it may be noted that the parent jatis of the samsarga-
jas as described by Bharata and others, are all only Suddhas, and
not any other. Again, we know that the vikrtas arose out of the
$uddhas. Tt follows logically that both are the same.

Dr. Lath says ““Abhinava is categorical that the modified jatis
alone (and not the §uddha ones) give rise to the safikaras (vikrta iti na
tu Suddha ityarthah—AB on NS, 28.46). A Study of Dattilam, p. 267.
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But when the entire context, from which this phrase has been
taken, is discussed it will be seen that the meaning which emerges is
quite different. Abhinava says— Nanvevam saptanam-vibhaga uktah
astadaSacoddistaityasamkyaha tatreti. Evam saptasu sthitasvityarthah.
Tasam sarsargadityaha vikrta iti na tu $uddha. Ekadaseti karmapa-
dam—AB on NS, 28.46. This may be translated thus : “'Objection.
This (i.e. this refers to the fuddhas) describes the division ‘of the

~'seven (jaris), but eighteen have been listed. In these 7, that is the

meaning (what he means is that the remaming 11 are born out of
these 7, hence contained in them). Of their (i.e. of the 7) combi-
nations (are) the seven. i.e. they are $uddha or pure (what Abhi-
nava means here is that though born out of the fuddha they them-
selves are not fuddha or pure, but become vikrta i.e. undergo alte-
rations). Then again Abhinava says “Suddha vikrtasceti vibhagap.
Evakarena Suddhanam hi vikrtatvam” (L.c.) i.e. **$uddha and vikria,
this is the division. ‘Eva’ shows that the vikrtatva is of the Suddhas
alone.”

About the vikrtas, M.M. Ghosh, too, translates thus: “The
modified. jatis are eleven in number and they grow [rom combina-
tions. (These) eleven are formed from their mutual combination as
follows :

Jatis are pure as well as modified and the (latter) arise from

" the combination (of other jatis). Among them seven are pure while

the remaining eleven are modified.”” Ghosh, M.M., translation of
the NS, p. 16. \

Acarya Brhaspati, too, has taken these to be basically only
two classes of jatis —fuddha and vikrta—Brhaspati, Bharata ke
Sangita-siddhanta ka Itihasa, p. 75.

Cf. “It is not only interesting but also instructive to consult
Bharata who seems to have been the author of the concept of Jjatis
and their classification. He distinguishes jatis primarily into two
classes, viz. those that are named after their denomination notes
which he calls svara-jatis and which can only be seven: and those
eleven that are formed by the combination of these svara-jatis in
their modified forms, which he calls samsargaja vikrta (combina-
tions of modified jatis)’—Shringy, R.K.; Sharma, Prem Lata, San-
gita Ratnakara of Sarigadeva, text and translation, Vol. 1, p. 271.

It may, however, again be pointed out that these 11 were
born from combination of Suddha jatis. In combining various jdtis
they are bound to undergo some alteration or vikrtatva. The idea
of vikrta and samsargaja being different is suggested in the SR, 1.7,
a text much later than Bharata. Though Sarngadeva there says
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that the samsargajas are born of vikrtas (SR, 1.7, 8) but, their
actual, detailed description shows that the names of their parent
jatis are the same as the 7 $uddhas.
Bharata mentions the ‘sasvadyalopa’ in context of the sad ja-madh-
yama, but it was a general maxim applying to most jatis.
NS, 28. 95-97. Cf. Br., 201-202.
Gandharasya ca bahulyam. Ibid., 28. 97.
NS, 28. 98. Cf. Br., 203. Abhinavagupta mentions the sangatis of
sa and dha; and ri and ga in this jati—sadhaurigau sangacchete, AB
on NS, 29. 98.

Also when the jati was pirna, sa, ga, pa, Were alpa notes;
when auduvita, ga and ma were weak notes according to some

. there was langhana of paficama—tatra kecit paiicamasya laighana-

146
147

148

mahuk. “‘Parnavasthayam sad jagandharapaiicama alpatvam bhajante
auduvite ca gamayoralpata.” L.c.

Sad jahine sadavah, l.c.

NS, 28. 99-101. The Vrtti on Br., p. 71, gives the dhaivatadi miirc-
chana for this jati. This would be uttaramandra.

Abhinava says that in the full form sa and pa are to be employed

“in droha by langhana (i.e. by gliding over them and not resting).

149

By lopyatvat, he says, is signified that they can be glided over, but,
again they are strong notes. This seems contradictory. But at
another place Abhinava explaining the use of langhana in the
piirnavastha says, “‘where in the piirnavastha a lopya svara is emplo-
yed there that note is frequently glided over.”—lopva svarapurna-
vastha ya yada prayujyate tada tasya bahulyena langhanam. AB,
Ch. 28, p. 48. Cf. Tsatsparso langhane syatprayastallopyagocaram.
SR8

This would mean that in the piirnavastha, even though a lopya-
svara, because of frequently gliding over, it tends to attain promi-
nence—pirnada$ayam ca pa sa itya (savitya) rohavarnagotau karyau

lopyatvallanghanam siddhamapi punah prakarsalabhatvamuktam. AB

on NS, 28. 101.
Cf. Ghosh—*“nisada and rgabha should be skipped over and gan-
dhara should be amplified” —Translation of the NS, p. 25. Brhas-
pati— Ni, ri and ga are strong in this jati. Bharata ke Sangita-sid-
dhanta ka Itihasa, p. 105.

Cf. Lath—*"Bharata adds that gandhdra was strong”—A  study
of Dattilam, p. 281. Abhinava also says that this jati was sung in
the miircchana beginning with paficama. AB. ibid.

150 NS, 28.102-103. Bharata says that its hexatonic and pentatonic

treatments were all to be the same as gandharadi miircchana, Vrtti
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Br., p. 71. Cf. Br., 205. Dhaivativad bhavecheso.
NS, 28. 104-105. There was no hexatonic or pentatonic treatment
of this jati.
Ri is accepted by all as weak, ‘rsabho’ Ipaprayogah. Br., 207. The
commentary says ‘madhyamanam alpatvam rsabhasyalpataratvam
Sesanam bahutram, Vrtti on Br., p. 72. i.e. ma is a weak note, but
ri is weaker, rest are strong. Dattilam, 69 has rsabho’ Ipaprayo-
gah; GOS ed. of the NS has ‘daurbalyamatra kartavyam dhaivata
madhyamasyarsabhasya. NS, 28. 105. ‘dhaivata’® as a weak note
here seems to be a mistake. It has not been mentioned by anyone.
Abhinava too speaks of only madhyama and rsabha as weak notes
—madhyamarsabhayordaurbalyam. AB, ibid. He, in fact says that
dha and ni are somewhat prolific here—nidhayortra kificidadhikya-
miti, Le.
NS, 28. 106-109.
Normally, the samvadi of the note that is dropped in the hexatonic
rendering, is the one to be dropped as the other note in the penta-
tonic rendering of the jati. Here, we may note an exception in the
dropping of paficama in the pentatonic rendering of the sadjodic-
vava for ri-pa is madhyamagramika samvadi scheme. The sam-
vadi of rsabha (the note dropped in sadavita here) is dhaivata and
hence that should have been omitted. Probably, the difficulty lay
in the fact that theugh dha is the samvadi of ri, it i.e. dha, could not
be omitted in the sad ja-grama— rsabhah samvadi dhaivatasya sad ja-
grame na lopyamane yatah. AB. p. 56.
Sad jascapyarsabhascaiva gandhdraica bali bhavet/
gandharasya ca bahulyam mandrasthane vidhiyate/|—NS, 28. 109.
Gandhara, though not an améa, was a strong note in this jati,
and was employed prolifically in the mandra sthana. The same has
been opined by Dattila too—mandragandharabhiiyas... Dattila. T1.
Bharata, has, however, mentioned two other strong notes—ri and
sa. Ri, though weak, is on the contrary termed strong here. Sa, of
course, would be strong, being an amfa. Thus says Abhinava—
“Sarigah balinah. Anya (sadja) svamsatvat siddham balitvam punar-
adhilkayarthamuktam. Rsabhasyatyalpatvam praptam pratiseddhum/
gandharasya mandrasthane bahulyam. AB on NS, 28. 106-109. Here
Abhinava calls ri ‘atyalpa’.
NS, 28. 110-112.
NS, 28.113-115. The Vrtti on Br., p.73, says that it was mircchana
sung to the dhaivatadi.
Here is another exception to the omission of the samvadi in the
pentatonic rendering of the jari. In madhyama-grama, paiicama is
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a samvadi of rsabha, and hence that should have been dropped.
But again, the difficulty encountered is that pa is indispensible in
the madhyama-grama and cannot be dropped —paficamasya grame
hyalopvatvam. AB, ibid.

159 Abhinava explains “vihitastviti gandharyah svaranydsamsagocaralk’”
(NS, 28. 115) as “‘anyesam svaranam nydsasvaravisayo'm sasvaravi-
sayafca saficarah tadaha ‘svaranydsarfagocara iti’ (AB on NS, 28.
113, 115) i.e. all notes which are not amfa or nydsa, should in ma-
king saficdra or movement, be associated with nydsa or amfa.

160 NS, 28. 115-117. Raktagandhari shared many common characteris-
tics with gandhari. They had the same nydsa, arSa, and same notes
dropped in the hexatonic and pentatonic renderings. The distin-
guishing features were the apanydsa, the strong notes and svara
saficara. It was also sung to a different mircchand, the mircchand
beginning with ri. Vriti, Br., p. 74.

161 Dha, inspite of being lopya and an anarmfa, was strong. Matanga
too mentions »i as a strong note. Br., 214.

162 N§ 28.117. On this Abhinava comments that it should be skip-
ped in moving from sa to ga and back, thus bringing these two
notes together “‘rsabham collanghya sagetyanayoranyonyaikatvam
melanam ca (AB on NS, 28. 116-117).

163 NS, 28. 118-119.

164 Antaramarga, nyasa and apanydsa were the same as in sadjodicya-
vati. NS, 28. 119, However, the former had only 2 arisas (not four
like the latter) and there was no pentatonic treatment of this jari.

165 Abhinava says, “In the mandra sthana, gandhara is prolifically used.
“ Mandrasthane gandharasya bhityastvamiti sarvamatide$at™, AB on
NS, 28. 118-119—mandrasthine ca gandharabahulyam drsyate tathd.
—Nanyadeva quoted in Bharatakosa, p. 174.

166 Antaramarga (here) is the mutual saficara of the two amfa svaras—
“asydmantaramargah paraspardhsasvarayoh saficarak”—AB on NS,
28. 118-119.

167 NS, 28. 120-122. Gandhara is to be omitted, yet it is again specifi-
cally said to be langhaniya.

169 Ibid., 28. 123. Madhyamodicyavd was a septatonic jati, and did
not permit any hexatonic or pentatonic structures. Bharata says
that it was similar to gandharodicyava.

170 Abhinava gives ma as nydsa and sa, dha as apanyasa—'apanyasau
sadhau ........nyaso mak.’ —AB, ibid. The Vrtti on Br. (p. 77) also
says— ‘asya madhyamo nydsah sad jadhaivatavepanyasau.’

171 Abhinava says ‘madhyamagandharabahulyam’® (AB on NS, 28.123)
i.e. ma and ga are prolific,
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NS, 28. 124-126.

The Asiatic Society reading enjoins a saficdra between madhyama
and rsabha; *‘saficaram madhyamasya ysabhasya ca’ (NS, AS. ed.,
28. 133). However, the reading in the Gaekwad edition has a
paiicama rsabha saficara. Abhinava’s commentary seems to lend
support to the reading in the Asiatic Society ed.—"rima (pa) itya-
nayoranyonyasangatih.” (AB on NS, 28. 126). The bracket has
been added by the editor and does not form part of the manus-
cript reading. Moreover, while commenting on verses 127-28,
Abhinava clearly states that Bharata speaks of sangati between ma
and ri—“‘uktam madhyamarsabhasangatirnisadadgandhara iti pa-
camyam "’ (AB on NS, 28. 127-128). Matanga. Dattila, Sarngadeva
and Kumbha, too, speak of madhyama-rsabha movement.

(a) madhyamarsabhasya sangatih, Br., 218.

(b) e -ernadhyamarsabha-sangatik, Dattilam, 80.

(c) rimayoh sangatih, SR, 1, 7, 73.

(d) rimayoh sangatih karya, S. Raj, 2, 1, 4, 258.

Acarya Brhaspati says that since ri-pa were samvadi, why
should Bharata mention their sangati specifically. Obviously pa
is an editing mistake for ma—Brhaspati, Bharata ke Sangita-sid-
dhanta ka Itihasa, p. 103, fn. Ga-ni was a secondary movement.
Bharata says it was less frequent—Gandhara gamanar caiva karyarh
tvalpam ca saptamat (NS, 28.126). Abhinava says that this saf-
gati took place when the jati was piirna (for obviously these were
the two notes dropped in the hexatonic and pentatonic renderings)
—piirnavasthayam canisddad ‘gandhdragamanam’ tacca parimitam
(AB, ibid.).

This jati was always septatonic. The G.O.S. ed. has “‘tdragatya tu
sad jopi kadacinnativartate” (NS, 28. 127) i.e. the movement of this
jati is never beyond the tdra sadja. But neither do the other edi-
tions have this, nor does Abhinava comment on this. In fact,
Abhinava, and even Dattila mention this only for the nandayanti
Jjati.

The saficara in this jati, says Bharata, was to be like Gandhari and
Paiicami.

Thus, commenting on this, Abhinava says—Dhaivatagamanamrsa-
bhaditi gandharyam (ryah) saficarah. Uktam madhyamarsabhasanga-
tirnisadad gandhara iti paicamyam. Asavubhayo’ pyasyam karydh.
AB, ibid.

NS, 28. 129-131.

Besides ga-ri saiicara, another one which is mentioned in a rather
obscure fashion : ‘‘saptamasya ca sasthasya nyaso gatyanupirva$ah”
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(NS, 28. 131). i.e. nyasa of nisada and dhaivata, in an orderly
movement. Abhinava too, is not very clear. The Vrrti on Br. p.
79, however, clearly gives the sangati of ri-ga, and ni-dha in this
Jjati—rigayornidhayostatha sangatir. He also mentions the mircchana
beginning with madhyama for this jati.

There was no pentatonic treatment of this jari. Abhinava says that
Andhri was born of Gandhari and Arsabhi and Paiicami jatis—gan-
dharyargarbhibhyamandhri pasicamyamarsabhi gandhdaribhirnanda=
yantiti. (AB, p. 62). Because of this they were similar— ‘vayasya
kdranatulyatvadandhrivat. (l.c.). But Abhinava says the saficdra of
these similar jatis was to be different—rtulyajati karanikanam jati-
nam sangatiratulyaiva kartavyati sicayati. (l.c.) This is logical,
otherwise, how would similar jaris be distinguished ! Bharata says
nandhrisaiicaranam bhavet—NS, 28. 113. The Vrtti on Br., p. 80,
gives the Arsyaka mircchana for this jati.

In all the jatis, graha and ams$a were the same note (NS, 28. 67).
Nandayanti was the only exception where graha and amfa were
different. Awmfa was paficama and graha was gandhara (NS, 28.
132). :
Langhanam rsabhasyapi tacca mandragatam smrtam i.e. langhana of
rsabha in the mandra. NS, 28. 133. Dattila says *‘Syanmandrarsa-
bhasaficaro langhaniya$ca sa kvacit”—Dattilam, 86, i.e. saficara of
mandra rsabha. Matanga makes an identical statement. Br., 225.
Taragatya tu sadjastu kadacinnativartate— NS, 28. 134. Abhinava
explains this as meaning that no note above the sa in the tara sap-
taka should be touched. He, however, says that some held that
the tdra sa itself was not to be touched, yet others held that its
movement beyond tara sa was optional.

e gatyd sadjo nativartate natisayyate tata dirdhvakam na $irasya-
saptakasvarah prastavya ityarthah. Anye tvicaksate, sadjeva (dja
eva) kaddcinndtivartate naroham bhajate taram na kificit prastavya-
mityarthakh. Kadacidite vaikalpiko’yam tara ityarthah.” AB, l.c.

In Karmaravi, the anamsas seem to be quite strong. Though the
published text of the N§ does not say so, Abhinava quotes Viga-
khila who had stated that anarmsa were prolific—*‘vadaha Visakhila-
caryak bahulyadanam$anam viSesatak sarvato gandharagamanam.
—AB on NS, 28. 136. This view is held by later theorists too, who
state that anamfas were dominant in the antaramarga—*‘bahavo’-
ntaramdrgatvadanamsah parikirtitah” —By., 268. Sarmgadeva (SR, 1,
7, 101) says the same thing. ‘‘Tathaivantaramargatvadanamsabahu-
ta mata”, S. Raj., 2, 1, 4, 350, “Tatha ca Bharatah-anamsa balavan-
tastu nityameva prayogatah.”’—Kala on SR, 1, 7, 101-102.
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Kallinatha raises an important question—How were the amfas
and anaméas to be distinguished if both were strong ? He answers
that in the antaramarga the amsas were the, notes emphasised in
the sthayi varna (sthayitvena) and non-am$as were emphasised in
saficari varna (saiicaritvena)—yah sthayitvena bahuprayogah 50’1h-
fah, yastu saficaritvena bahuprayogaly sauntaramargasrayo’ namsa it
vivektavyam, l.c.

185 N§, 28. 135-136. This was a septatonic jati. “Gandharasya vifesena
sarvato gamanam bhavet”—NS, 28. 136. Abhinava comments thus:
“Sarvebhyopi vifesena tu gandharasya yathaSakti sangatik’” (AB,
ibid.), i.e. one should associate all notes as much as possible with
gandhara.

186 NS, 28. 137-140.

187 Bharata says “dhaivatems$e nisade ca nyasak paicama isyate” ( NS,
28. 138). i.e. when dha and ni are acting as the asmsas, pa (though
actually not a nydsa) can be made a nydsa. The same thing is
opined by Dattila (Dattilam, 89), Matanga (Br., 262) and Sarnga-
deva (SR, 1, 7, 95).

188 Apanyasah kadacittu rsabhopi vidhiyate—(NS, 28. 138). Though
not an apanyasa, rsabha could sometimes be made one. Abhinava
comments that rsabha became an apanyasa only when the jari was
piirna—*‘kadacittu rsabhopiti, lopavasthayam tu nasah. Tatha pirna-
dasayam tu va bhavatiti”> AB on NS, 28. 137-140. Otherwise rsa-
bha was a weak note. Bharata expressly says that it was a weak
note and Janghana should apply to it (NS, 28. 140). It was also
dropped in hexatonic and pentatonic renderings (ibid., 28. 139).

189 Abhinava commenting on this, makes a peculiar statement. He
says that the saiicdra in this jati could be free as in sad ja*madh-
yama, where dhaivata was the amsa.— Sadjamadhyamayam ca yatha
caha, dhaivatasvardmsayan yathestam saficdrastadvadiha. AB on
NS, 28. 138-140.

190 AB on N§, 29. 14.

191 L.c.

192 Tarhi giyamanapadabhave kaScidapi svatah svaropayogo’sti gane
gandharve va...... .....Kim tu varno ndma padasambandhamantarena
laksayitumeva na Sakyate... ... Grahadayah ..... tathd ca padanira-
pekge’pyantaralapadavapi bhavatyeva...... Le.

193 Etacca (vasca) kriyavistaravaci varnasabdah. Tathabhinayakriya (?)
ekasvaramatravasthanena va arohena va avarohena va vyamisrataya
va sampdadyata iti catvara eva varnah ........... Tendrohanavarohana-
vasthanasaficarananyevaparamdrtho varnak tadyogattu giyamanar
padam varnaka ityucyate. AB ad ibid., l.c.



Musical System : Elements and Structure 227

194 NS, 29. 14.

195 Ibid., 29. 15-16.

196 ‘Sama’ iti tulyajatiyah. Tena mandrataramadhyamariipataya tasyaiva
svarasya prayogah. Sthayyeva varnah vicchidya vicchidya punal pra-
yogah kartavyo na tu dirghenavicchedena ghantasvanavaditi darSayi-
twn svara iti bahuvacanaprayogah. Svarad upasvarasceti sarvaikasesa
iti kecit. Evantu gandharinyayuktasvaradvayama pyarohanavarohas-
thiratva (1ad) vyatirekena katha pratiyojyam. AB on NS, 29. 16.

197 Br., Vrtti on 120. :

198 Sthitva sthitva prayogoh syadekasyaiva svarasya yah/

Sthayi varpah sa vijiievah padasyanvarthanamakah//—SR, 1,6,2.

199 NS, 29. 17.

200 Sarirasvarasambhiit@ iti Sarirasvaresu mukhyesvasritesu laksanami-
damuktam. Tatsadr$asvaropalambhaevanyatra vinadaviti tatrapi par-
yavasyatiti na tu vinadavalamkarabhavah. AB ad NS, 29. 17.

201 L.c.



Chapter 9

Theatrical Music : Dhruva-gana

‘The musical section of the NS deals with two distinct systems of
music—the system of gandharva music and that of dhruva-gana. Gan-
dharva music may be said to represent the classical form of music of
the times, while dhruva-gana was the music of the theatre, moulded to
suit the structure and atmosphere of the dramatic plots. As yet, no
“work prior to that of Bharata’s is available which gives such an elabo-
rate discussion on the dhruvas. On the basis of the Natyasastra itself,
however, we can say that the tradition of dhruva-gana was an ancient
one. Abhinava often mentions an ancient authority by the name of
Kasyapa in connection with dhruvas. In an interesting passage Abhi-
nava says, “‘Narada etc., who were educated in gandharva, when they
wished to create ganayoga and wanted to establish the dhruva on the
basis of gandharva, said that this new complex which is useful for en-
joyment is not produced by us by our own inventiveness nor perceived
in the original (i.e., in the gandharva) but it follows the authority of
tradition.””? Here, Abhinava attributes dhruva-gana to Narada etc.,
but says that since they wanted to establish dhruvé on a firm basis
they derived it from the tradition. The Naradiyasiksa, as available
now, however, deals only with gandharva music, and does not say
anything about dhruva-gana. It is possible that this portion might
have been lost. Bharata has devoted one complete chapter for the
discussion of dhruva-gana (thirty-second chapter, GOS edition). Abhi-
nava has brought out the distinction between the gandharva and gana
systems.

The fundamental distinction was that gandharva was ritualistic
music resulting in adrsta-phala or transcendental merit, whereas
dhruva-gana, on the other hand, was music for the theatre, outside
which it would not serve much purpose. Thus, Abhinava states—na
hi natyadbahirlayabhaigayapi dhruvaganam giyamanamukha ? (ih
sukha)* padamutpadayati.’’'® Gana had a drsta-phala, which was to
produce rasa, thereby producing rakti, i.e. giving pleasure to the au-
dience “ragamiti raktirdrstaphalam” }° says Abhinava. Though gan-
dharva is the source of gana, which draws all its essential elements

¢ As Utpadayati requires an object, an emendation is suggested in the bracket.
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from the former, tala from the saptariipa, its melodic forms from the
Jjatis, yet there is quite a difference between the two systems. This is
because they are designed to serve different purposes. Dhruva is a pur-
posive transformation of the gandharva to produce music for the thea-
tre. Being free from rituals it is innovative and produces rasa and
thus gives pleasure or rafijana. Abhinava says that from the gitakas
which lay emphasis on adysta certain elements are culled and synthe-
sized so as to be able to please through rasa and bhava. Thus, dhruva
as a transformation of elements drawn from gandharva has the purpose
of furthering the dramatic effect of rasal® According to Bharata
“Dhruva is so called because the varna, alankaras, yati, pani and laya
in it are hormoniously fixed.””2 Five types of dhruvas have been enu-
merated by Bharata viz. praveSiki, aksepiki, prasadiki, antara and
nigkramiki.3 The dhruvas suggested acts and moods of different cha-
racters in a play; and this was suggested by the contents of the songs,
as well as their metre, language, tempo and tala. Particular kinds of
dhruvas were to be rendered on particular junctures and occasions on
stage. Themes of various rasas sung at the entrance of the characters
on stage were termed pravesiki dhruvas* The exit of characters is
indicated through naiskramiki dhruva.5 1f there was a sudden distur-
bance in the prevailing rasa (prastutam rasam, AB on NS, 32. 313) of
the scene by the imposition then a new element, the aksepiki dhruva,
was employed.® The prevailing sentiment or rasa which had been
disturbed by sudden intervention (dkseparasat, NS, 32. 314) is once
again purified *...prostutam rasavifesam yada prasadayati nirmalikaroti’
(AB on NS, 32. 314) and stabilised (aksepavasat sthirikaranarthatvaditi,
l.c.) by prasadiki dhruva. 1t helps to restore the absorbed interest of
the spectator, producing pleasure and hence was known as prasadiki
(...samdjikahrdayam tanmayibhavapartiyogydtmano jananamiti gitaso-
bhaya va prasadayojanah—I.c.). This was invariably after the pravesiki
and aksepiki dhruvas, says Abhinava (ivam hi praveSikyak’sepikya an-
taramavasyaprayojyabhavati—AB on NS, 32. 314). The antara dhruva
was sung to cover up a fault or mistake by the actor during the actual
enacting of a play.” It seems that sometimes when the actor was dis-
turbed due to exertion or some confusion and committed a mistake,
then the antara dhruva was sung to give time to the actor to regain his
composure, adjust his costume etc.®

Abhinava has given us historical examples of the application of
these dhruvas in various plays of the times. Abhinava mentions the
play Ratnavali where the praveSiki dhruva has been used. Commen-
ting on verse 10 of Ch. 32, he says, “In all pravefikis, pravrtta and
upavrita are to be used, says Bharata. The idea is that the tempo or
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laya has to be matched with the flow of feelings. “In Ratndvali, Saga-
rika’s mental state is full of eagerness and agitation because of imagi-
nary meeting with her lover, and consequently it is a theme for quick
movement or fast tempo (cittadrutalaya).”® In some cases, the en-
tranc of characters was not to be accompanied by the pravesiki dhruva,
for instance when the character entered singing, crying, in agitation,
in a state of shock etc.10 Abhinava gives the example of such a dhru-
vasinya entrance (entrance precluding the pravesiki dhruva) in the play
Nagananda—"‘A case where there is entrance without dhruva. Even in
the case of the leading character, there is no dhruva, when he is ente-
ring in a state of flurry and agitation. Just as Samkhaciida in approa-
ching garuda who is keen to eat Jimatavahana.”11
An example of the aksepiki dhruva is illustrated by Abhinava from
the play Udattaraghava. Rama is the hero and the scene is of §ragara.
Suddenly. Ravana in a state of fury, enters the scene and angrily add-
resses Rama. This change of the aesthetic mood from one of love to
one of fury and anger is the juncture for the dksepiki dhruva and here
the tempo befitting the change is a fast one. Another example of the
akgepiki is illustrated in the third Act of the play Venisamhara. The
scene is of the Mahdbharata battle and an enthusiastic Asvatthaman
is eager to vanquish his enemies. Suddenly. the death of his father
Drona is reported and the mood changes to one of pathos. In this
change of rasa from virato karuna the aksepiki dhruva is to be ren-
dered with a slow tempo.l2 The Kuitinimatam of Damodaragupta
(8th cent. A.D.) has an interesting reference of a contemporary perfor-
mance of the first act of Harsa’s Ratnavali. After all the instruments
had been properly timed, the performance began with the playing of
 the flute, and the pravesiki dhruva was rendered as a dvipadia in the
raga Bhinnapaiicama.X*® Then the Sitradhara, entering, danced round
the stage to the accompaniment of a dhruva set to the proper tdla.
Next was the prastavana, the dialogue between the Sitradhdra and his
wife, the nmati. Thereupon, the two made their exit by the nihsasana
gita with the appropriate dhruva, probably the niskramiki. At the con-
clusion of the act, the hero, king Udayana, and other characters made
their exit also with the niskramiki dhruval® The dhruvas were set to
musical forms such as grama ragas, ragas, bhasa, vibhasa etc. Abbhi-
nava explains that these musical forms were derived from the melodic
structures of gandharva, i.e. the jatis. At the end of his commentary
on chapter twenty-eight he quotes a verse in arya from the NS (not
available now)! to this purpose. He says, “‘some read the following
arya to indicate the possibility of the grama ragas being born from
jatis. (Then he quotes the arya verse the essence of which is thus):
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“The sources of a mifrageyva (mixed song form) are on the basis of
the dominating form (i.e. to say mixed forms are attributed to jatis
whose forms are most numerous in them). In these samkara or hydrid
forms there is much intermingling due to a variety of ornamentation
for the sake of enhancing the pleasing effect.”” “That which is mixed
by being joined with the laksanas of the jatyamsas, that is mifra and
geya means that which has the characteristics of grama-raga etc.
Thus, if the amséa, related to some jatvamsaka is the nydsa of another
and the apanyasa of still another, then there is much variety. That is,
these samkara forms were conceived by bringing together the amfa of
one jati with the nydsa of another or the apanyadsa of still another and
thus numerous combinations were possible giving rise to a variety of
grama-ragas etc. Thus mifrageya or mixed form i.e. grama ragas, thus
arising from the jatis with much elaboration of form have been regu-
lated by (theorists) like Matanga, Nandikaéyapa, Yastika etc. This is
a mixed drink.”1% The mixed drink has been mentioned elsewhere too
(chapter 32). Since mifrageya i.e., grama-ragas were born through
combining various elements of various elements of various jatis, they
were analogous to pdnaka (a popular mixed drink of the period).16
However, just as the panaka, though made by a mixture of spices, had
a flavour of its own. similarly the mixed forms, though born of jatis
were new and independent musical forms, with characteristics peculiar
to them and different from the forms they were derived from. How-
ever, the parent jatis could always be traced by discerning the jari or
Jjatis whose structure dominated the rdaga form. Thus Abhinava quotes
Dattila saying—‘‘Dattilacarya also says, when there is samkara then
the jati is indicated by ripa-bahulya i.e. frequency of form. Thus
bhinna sadja is similar to gad jodicyavati but different from nandayanti
because the forms frequent in it are different from those in the latter.”17
Thereafter, to prove his point, Abhinava quotes a long passage from
somewhere in which grama ragas etc. were traced to their parent
jatis18 The Vrttikara of Brhaddesi says that grama ragas are born of
jatis'® and he ascribes this statement to Bharata. Bhasa, vibhasa and
such forms were born from grama ragas and not directly of jatis.
Thus we find in the Brhaddesi—'‘bhasas are born of grama ragas, vibha-
sikas are born of bhasas and from the vibhasas have sprung up the
antarabhagikas.”2? Kallindtha explaining the name upardga says that
they are so named since they are close to grama ragas born of jatis.?1
He quotes Matanga who questions the relevance of relating rdagas to
particular gramas. Kallinatha answers by quoting Bharata’s view that
(this is because) grdma rdgas are born of jatis.22 In the context of
explaining the significance of the term grama of the word grama-raga,
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he says that though grama-ragas are not born of gramas but of jatis,
yet compared to forms such as bhasas, ragas etc. they are less removed
from gramas; hence the name grama-ragas.2® Abhinava, too, says
“grama ragas—because grdma means a collection of jatis ( jati-samitha)
and connected with that are the excellences of entertainment and
raktatisaya.”®* Abhinava includes grama-ragas in the forms that were
gandharvakalpa (close to gandharva). Bharata had stated that the note
madhyama was never to be omitted in saman singing as also in the
forms which he terms ‘gandharva-kalpa 2> Abhinava comments thus:
“For the sake of variety when the ragas are performed as grama-ragas.
six notes can be dropped (it may be noted that Abhinava says siX
and not seven) by the technique of sddava and audava using one’s
intelligence in the jatis (notes can be dropped). But madhyama is never
to be omitted, almost as in gandharva thus. This refers to gandharva-
¢astra or even the forms where the extent of gandharva is not wholly
finished as in the form of grama-raga. By this the dispensability of
madhyama in bhdsa, de§i, marga etc., is understood.”*26

In fact, in the Vriti of the Brhaddesi is quoted a passage of Kasyapa
which ascribes to the grama-ragas the same ten laksanas which charac-
terise the jatis namely, amfa, nydsa, sadava, audava, alpatva, bahutva,
graha, apanydsa. mandra, tara2” Yet, however close to the jatis, the
grama-ragas did not belong to the gandharva system but to the popu-
lar, freer system of music termed gdna; their ultimate purpose was
not adrsta or transcendental merit (as in gandharva) but to impart
pleasure to the audience. Grama-ragas were classified inte different
categories according to their style of rendering. This was termed giti,
and thus different grama-ragas were classified into different gitis The
word giti has been discussed before, but not as pertaining to gandharva.
There were four gitis in gandharva viz. magadhi, ardha-magadhi, sam-
bhavita and prthula, which depended upon certain patterns of syllabic
formations. Thus giti in gandharva depended upon pada. Bharata
decrees that these gitis were to be used only in gandharva and prohi-
bits their use in dhruva gana.2® The singing of the above mentioned
four gitis led to the distortion of pada. In the dhruvas, the pada was
the most important factor since the meaning of the song was brought
out only by clear and proper rendering of the pada or words. The
gitis in dhruva were dependent on svara. Pointing out the differences
between the two gitis Kallinatha says, “Indeed what is the difference
between the gitis such as magadhi etc., spoken of earlier, and that of
gitis such as $uddha etc.” He answers—'‘magadhi etc., primarily
depend upon pada and tala whereas Suddha etc., are chiefly depen-
dent upon svara.”2® Hence the prohibition is quite logical. Bharata
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does not mention any other sort of giti besides these four. Kallinatha
too states that Bharata had mentioned only four gitis in dhruva, namely
madgadhi etc.30 It is possible that the idea of classifying grama-ragas
according to different gitis in dhruvd may have evolved in the course
of time (the rendering of grama-rdgas in different styles may of course
have been prevalent but perhaps not categorised as such). This is borne
out the fact that the three dhruva gitis postulated by early theorists like
Yastika were bhasa, vibhaga and antarabhasa; and that by Sardiila only
one, that being bhdsa.3 Now, Kallinitha quoting Matanga says that
bhaga stands only for a particular manner or fashion of rendering alapa
of grama ragas. The word bhadsa here denotes ‘mode’ or ‘manner’. In
the same way the words ‘vibhdsa’ and antarabhdsa, too denote dlapa
prakara only.32 This seems to explains how bhasa, vibhaga etc., sprang
up from grama-ragas, gaudi, vesara, sadharana, bhasa, and vibhaga 38
The first five seem to have been accepted as standard by later theorists
like Sarngadeva, with the difference that the fourth giti namely
ragagiti was known as vesara. Bhdsa, vibhasé and antarabhdsa seem to
have acquired the status of independent melodic forms and were dis-
tinct from the gitis. Kallinatha, commenting on the five gitis of Sam-
gadeva says : ‘There (he) divides the gramaragas ‘five types’ thus. Gra-
mardagas are of five types. By what particular fashion have they been
categorised into five types? Thus (he) says, ‘by way of five gitis’. “What
are those five gitis’, anticipating this (question) he says, ‘gitis’ are
five thus, Suddha, bhinnd, gaudi vesara and sadhdrana, these are the
five gitis.3 Sarngadeva has given characteristics of these five gizis. In
the Suddha style, the melody was rendered in a clear and simple style
without any complexities, and was gentle and soft. The bhinna style
was a complex one, with subtle notes and gamakas.35 The gaudi style
was characterised by the use of sharp gamakas pervading all the
three octaves. It was beautified by the use of ohati or lalita svaras.
This meant the use of {rembling notes in the lower octave. rendered
in fast speed, as also the use of *hakdra’.3% Vesara or ragagiti was cha-
racterised by a brisk and fast style,37 and the sadhdrani was dependent
upon the above four styles, i.e., was a mixture of all four.38
Abhinava, at the end of chapter twenty-eight, quotes a long pas-
sage of Kadyapa.3® Here, thirty-three grama-ragas are classified into
five gitis viz. $uddha bhinna, gaudi, vesara and sadharani. Vibhasa is
mentioned as a sixth git/, but no grama-raga is given with it. Thereafter,
the last line says, here are seven gifis to be used in dhruva gana. The
seventh giti is not mentioned; probably bhdsd is the one meant. How-
ever, a critical analysis of the passage shows that the author believed
essentially in five basic aforementioned gitis; the sixth, vibhasa is



Grama raga Giti Source jati Am$a  Nyasa Weak or  Sangitaratnakaral Br.
Omitted Notes

1. Sadjagrima Suddha  Sadji, madhyama?0 ma Sarngadeva gives sa as graha,
; am$a and apanydsa, vira rasa
sung during monsoons sad-
jadi mircchana used in prati-
mukha sandhi.*

2. Madhyamagrama ,, madhyamodicya? ma Sarngadeva gives sa amia,
used in hdsya and Sragdra
rasas, sung in summer season.
Sauvira mircchana nirvahana

vaispsodipN ay1 fo dpmi S ppanipny pup (paliojSiH ¥ vET

sandhi 43
3. Suddhasidava % madhyama ma ma  ga%s® Ample use in pirvaranga.*3®
4. Paficama = madhyama, pa pa ga, ni®3¢ The Vriti on Br %3¢ gives,
paficami Sadjodiyavati, sa as am$a ma
: as nyasa.
5. Kaisikamadhyama 7 Kaidiki sa ma ga weak Vira, adbhuta, raudra rasas,
Sadjamadhyama?t ri, pa _ used in nirvahana sandhi.*
omitted43
6. Sadharita 1 Sadjamadhyama sa ma ga, ni Sadjadi (mirechana of sad ja-
weak grama vira, raudra rasas. Sung

or played on the occasion of
garbha sandhi*?

7. Kaidika £ Kaisiki Karmaravi sa pa piarna  Sadjadi mircchana (of madh-
yama grama); vira, raudra,
adbhuta rasas; sung invariably




Bhinnagadja

Bhinnatana®?

Kaiéikamadhyama

Bhinnapaiicama

Bhinnakaisika

Gaudapaiicama

Kaiéikamadhya

Bhinna

3

”

2

Gauda

22

Sadjodicyava

Paficami
madhyama
Sadjamadhya

madhyama,
paficamsi

dha

pa

dha

Karmaravi Kaisiki®* sa

Dhaivati
Sadjamadhya

dha

Sadjamadhyama®%® sa

ma

ma

ma

pa

pa

ma

ma

pa, ri

ri

ga, ni

ri

pa

in winter season. Used in nir-
vahana sandhi.*8

uttardyata mircchana; bibhat-
sa, bhayanaka rasas; used in
pravesiki gana.*?

Subtle, complex notes®® karu-
na rasa.®1?

Sadjadi mircchana (of sadja
grama). Vira, raudra, adbhuta
rasas.%?

Pauravi mircchana; bhayanaka

bibhatsa; sung during the en-
trance of the Siatradhara,
summer.33 Complex use of

paiicama svara.®3a

Sampiirna; sadjadi mircchana
(madhyama grama), vira, rau-
dra, adbhuta, winter season.%s

dhaivatadi miircchana of sadja
grama; bhayanaka, bibhatsa
vipralambha rasas, summer
season,%

Sadjadi mircchana (of sadja-
grama)  bhayinaka  vira,
piirna.51
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Grama raga Giti Source jati Amfa Nyasa Weak or Sangitaratnakara/Br.
; Omitted Notes
Kaisika Gauda  Kaisiki sa pa Sadjadi mircchana; puarna;
Sadjamadhya?® karuna, vira, raudra,adbhuta.®

Sauvira Vesara  Sadjamadhya sa sa ga, ni  Sadja as graha, nyasa, amsa;
sadjadi marcchana (of sudja-
grama); used in the entrance
of ascetics, house-holders etc.
Santa rasa, piirna 80

Takka 5 Dhaivati sa sa pa ‘adya mircchana (of gsadja-

Sadjamadhya%% grama); weak paiicama; vira
rasa. particularly for rainy
season, pirna.fl

Milava vesara®2 i) Pasicami ma? ma? ga, ni

Madhyama?

Vesarasadava =X Sadja madhyama ma ma ga, ni Madhyamadi mircchana (of
the sadja grama); sampurna;
ganta, érngara, hasya.%3

Bottab4 i Paiicami Paiicamadi mircchana (of ma-

Sadjamadhyama  pa ma ga,ni  dhyama grama); hasya, Sri
gara; sung during festivals.6®

Hindolaka e Dhaivati Argabhi®® sa sa Suddha madhya miircchana ri,

o - s RS

dha, omitted; vira, raudra, ad-
bhuta rasas sambhoga ($rm-
gara) too; spring season.%?
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Takkakaidika Vesara  Madhyama
Dhaivati®8
Milavakaidika 0 Kaisik1

.

Bhammana paficama Sadharani Sadjamadhya™

Ripasadhara o Sadjamadhyama,
Gandhara paficama = Gandhari
Raktagindhari™
Revagupta 7l Arsabhi??
Sadajakaisika a Kaisiki
Sakapaficama ) Sadji Dhaivat18!

dha

sa

sa

sa

sa

dha

sa

ma

ni,
ga'?sa
sa

ga, ni

dha

ga, ni

ri, pa
ri?6

sa’8

1790

ni, ga,
pa8le

uttarayatd mircchana; bhaya-
naka, bibhatsa rasas; used at
the entrance of the kaicuki.5?
Sad jadi mircchana; vira rau-
dra, adbhuta rasas, vipralum-
bha S$ragara; Srigdra; winter
season.’?

Sadjadi mircchand; vira, rau-
dra, adbhuta rasas; to enact
loosing one’s way or being
lost in the forest.”2

piirna; sadjadi mircchana (of
sadja grama); vira (karuna),
raudra, adbhuta.™®

harinasya mircchana; pirna,
adbhuta, hasya, karuna.”™®
Sampfiirna vira, raudra, adbhu-
ta rasas; used in udbhata caris
and mandalas.”®

Sad jadi mircchana; vira, rau-
dra. adbhuta.80

Sadji mircchana (sad jagrama);
pirna, vira, hdsya, nirvahana

sandhi 82
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mentioned casually in just one line, and the seventh is not even men-
tioned. Abhinava describes seven grama-ragas of the $addha giti, five
belonging to the bhinna giti, three of gaudi giti, eight of the vesara
and nine of the sadharant giti. Sarngadeva too has classified the very
same 7, 5, 3 and 8 grama-ragas into $uddha. bhinna, gaudi and vesara,
respectively. However, for the sadharani giti Sarngadeva mentions
only 7 ragas, whereas Abhinava gives the number as nine. Since the
text giving the names of the grama-ragas belonging to the sadharani
gitis missing at places it is a little difficult to get the name of all the
nine grama ragas. Notwithstanding this difficulty a chart has been
made (pp. 234-37) to represent these grama ragas (in the passage quo-
ted by Abhinava) according to their respective gitis. The name of three
grama ragas of the sadhdrani giti are missing. Two of these might be
the grama-ragas, narta and kakubha, mentioned by Matanga and
Saragadeva as belonging to the sadharani giti. 88

Bharata associates six grama-ragas (though he does not mention
the term grama-raga) with the pirvaranga and with the five sandhis
or the important junctures of the plot. The fuddha or pure variety of
Sadava was to be rendered during pﬁrvaraﬁga—Pﬁrvarar‘:gavidhﬁne tu
kartavyo ragajo vidhih,8* says Bharata. The word ‘ragajo’ does not
communicate much meaning, hence the varient reading ‘sddava’ should
be accepted. Abhinava too, prescribes ‘cokgasadava’ (i.e., pure or
$uddha sadava) to be used in the piirvaranga—pirvarangovidhane tu
kuryﬂdvaicok;a;ddavam.&" Elsewhere, he quotes a verse of Matr-
gupta, which says that cauksasadava is sung in the beginning for aus-
piciousness (mangalyartham).88 The Vriti on Brhaddesi states that
$uddhasadava is the chief amongst the six ragas, since there is ample
use of it in the pﬁrvaraﬁga.s"' At the sandhis or junctures termed
mukha and pratimukha grama-ragas, named madhyamagrama and sad-
jagrama respectively, are to be used. Sadharita was used in the garbha
sandhi, paficama in the vimarsa or avamarsa and kaisika in the nirva-
hana sandhi—mukhe tu madhyamagramah §adjah pratimukhe bhavet
sadharitastatha garbha vi (sva) marSe caiva paiicamam kaiSikam ca
tatha karyam ganam nirvahane budhaih.8

It has been noted that both the Vrtti®® on Brhaddesi and Kalli-
natha®® quote this passage of Bharata, but with varient readings from
the Nagya$dstra. At yet another place, Kallinatha quotes this passage
with two additional lines in the beginning, which state that Suddha giti
is used in the piirvaranga, bhinna during the prastavana, vesara during
mukha and pratimukha, gaudi during the garbha, and sadharita during
the avamars$a sandhis.9" The Vrtii on Brhaddesi quotes Kasyapa saying
that the grama-ragas should be used in drama in accordance with pres-
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cription; gana which is of five types—prave$a, dksepa, niskrama, prasa-
dika and antara—should be sung to these rdgas. During the pirva-
ranga, the grama-ragas of the Suddhagiti are used, the bhinnd during
prastavena, the vesara during the two mukhas. the gauda during the
avamar$a sandhi as also the nirvahana 92 Thus Bharata does mention
grama-ragas (though he does not use this term) used in the various san-
dhis of drama. It seems that bhdsds, too, were current during Bharata’s
time—Saindhavimasritam bhagam jieyam saindhavakam budhaih93

In his commentary on the thirty-third chapter Abhinava distingui-
shes between gandharva and gdna systems, thereby imparting informa-
tion about the structure and nature of gana. The two systems were
distinct in respect of all three musical elements viz. svara, pada and
tala. Thus says Abhinava, “In gdna, diverse Srutis are used because
of the use of kakali and antara $ruti. Notes in the malava kaiSika are
seen to belong to the catuf§rutika anga and there is so much diversity
of notes and of the Srutis belonging to the rdga, bhaga, desi and marga
etc. that it cannot be described. Their experience creates a sense of
strange variation. And even when experienced, those who do not know
the lakganas will feel them only like children, in a dumb fashion.
What is more, the rule of the interval (i.e. §ruti interval-antarala niya-
ma) must be adhered to in gandharva on account of the internal pra-
mana, sthana, svara, kala and amhsa. But that is not so in gana.”"%* In
gandharva only the fundamental seven notes were used and the kakali
and antara notes must have entailed the use of other sadhdrana notes
like sadja sadharana and madhyama sadharana, catu$érutika dhaivata,
trifrutika paiicama etc. In fact, from Abhinava’s passage it seems that
the rule of a fixed §ruti interval between two notes, an absolute must
in gandharva, could be disregarded in gana. At another place Abhi-
nava says, By this, it is shown that the peculiarity and strangeness
of notes owing to higher and lower pitch have been regulated in gan-
dharva for transcendental purposes (adrstasiddhyai) or. for empirical
purposes (drsta-siddhi) the one-Sruti character of notes has been de-
monstrated. But strange peculiarities are plainly seen in the laksya
music of raga, bhasa, etc. Thus venerable Kasyapa says, “In the
ragas, bhasas one may use in all ways all the note of 4,3,2o0r1
$ruti.”’® Even one-fruti notes were permissible in gana ! This was an
impossibility in gandharva 1t seems that any melodious §ruti could be
utilised in gana. Discussing the use of notes in different melodic forms
in gana Abhinava says, “In natakaisika, lata, nagara etc., rsabha and
gandharva are not seen much and the notes are sung in diverse forms
through the influence of more than forty-seven jaryamsakas. In the
singing of gandharva and gana (gandharva here appears to be an error)
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notes are used which are beautiful and appropriate to the eight kinds
of gitis namely, $uddha, bhinna, gaudaraga (vesara), sadharana, bhdsd,
vibhasa and antarabhdsa.9 Apparently in different styles of singing notes
do not remain exactly the same and acquire different shades. In the
bhinnd giti. paiicama sounded in a varied manner in the bhinnapaficama
and bhinnatdna gramaragas. In chapter twenty-nine, Abhinava says
that, ““In reality these are forty-seven notes. Butin brief, there are only
three notes udatta, anudatta and svarita. However if one wishes to ex-
pound in detail, then the notes are infinite because of the diversity of
Jjatyam$aka, grama raga, bhasa, desi and marga. Others say that just
as a person may acquire different offices such as a$vapati, mahamatra,
sendpati or purohita, similarly the same am$a svara by its different
positions and associations acquires a diversity of forms. For example,
though sadja has the same Srutis in malava kaiSika as in Takkardga
it appears different in both. Again, it appears different in vegasvara
and saindhava.”®

Thus, in gandharva the maximum permissible notes were nine—the
seven primary notes and the sparingly used antara and kakali notes.
Jatis, however, could be rendered hexatonic and pentatonic by the
dropping of one or two notes. But even this was done according to
prescribed rules and notes could not be dropped just at will. In gene-
ral, dhaivata could not be dropped of sad ja grama jatis and paficama
of madhyama grama ones; madhyama was an indispensable note irres-
pective of the grama. Moreover, the améa note could not be omitted
nor also the sarvadi or the vadi note. Gana was governed by no such
rules. To create a pleasing effect any note could be dropped. Thus
says Abhinava, “In gandharva, the (rules governing) lopa are regulated
according to the difference of the two gramas, jati, and amfa. But in
gana one proceeds according to rakti and there is no fixed rule.”®8 In
gandharva, the dropping of more than two notes was not permissible
since the octave had to have a minimum of at least five notes. “In
gdna, any note could be dropped irrespective of the grama and irres-
pective of its being either the arifa, vadi or samvadi. The dropping of
even three notes was not unknown in gédna, since the avakgsta dhruva
is characterised by a four note formation™, states Bharata.®® Abhinava
elucidates thus : “(Hexatonic and pentatonic octaves) this rule is ob-
served in gandharva. In dhruvagana, employed in dramatic perfor-
mance a four-svara octave is also used. The avkysta dhruva is used in
karuna (rasa) scenes and has prolific long syllables.”"100

Similarly, as regards the octaves all three— mandra, madhya and
tara were known to gandharva, but the movement has to be according
to prescribed rules; in the actual rendering of jatis the movement in
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the tara and mandra octaves was rather restricted (NS, 28. 70-71). In
gdna, there was free movement in all three octaves as Abhinava com-
ments that these restrictive rules did not apply to gana—iheti jatisu
gramaragadau nayam niyamaiti vibhavah. (AB on NS, 28. 70).
Miircchanas and tanas have been discussed while dealing with the
various elements of gandharva music. Seven note miircchands on being
rendered hexatonic or pentatonic were termed tanas. However, here
too, there were rules regarding the dropping of a note or pair of notes
in either grama and as a result there were only eighty-four hextatonic
and pentatonic tdnas permissible in gandharva. In gana, the tanas were
limited by no such restrictions. Beside tanas, gana utilised kiitatanas,
which were basically permutations of two or more notes in all possible
disarray, Abhinava says ‘‘.. in gandharva there are fourteen mircchands
and eighty-four tdnas. In gana, there is a variety of kiifatanas depen-
ding on the utilization of (as few as) two notes up to all the (seven)
notes. Thus there would be 2, 6, 24, 720 and 5040.” The seven
notes of an octave could be permuted and combined in 5040 possible
ways—{wo notes gave rise to only 2 combinations, three notes gave 6
combinations, four notes 24, five notes 120 and six notes 720 combi-
nations. Permutations and combinations of all the seven notes with
each other gave rise to 5040 possible combinations. 101 All these possi-
ble combinations were permissible in gana. Bharata has not described
katatanas. However, Dattilal®® says that kiitatana was a miircchana,
but with this basic difference that unlike the mircchana its note se-
quence was in disarray. A kiifatana when rendered with all the seven
notes was called piirna kitatana, when rendered with less than seven,
i.e. with hexatonic or pentatonic structure, it was termed apiirna kita-
tana. The latter could be rendered with four notes or less. Dattila gives
the number of kiitatanas as 5033. These kiitatanas pertained only to
gana and it is only in the context of rdagas that Abhinava discusses
them. “There is proper cultivation of the grama-ragas, bhagas etc.,
when the notes of the mircchana are rendered with ease in a successive
or non-successive order (i.e. kiifatdna) order. In each grama-rdga etc.,
all the mirechands and kiitatanas may be used in many and diverse
ways. It follows that there is no limitation.”’13 Differentiating between
the regular and fixed tanas of the gandharva style and the numerous
variety of the tanas in dhruva gana, Abhinava says that although in
the jaris, there are only fixed and regulated hexatonic and pentatonic
(tanas), in rdga and bhasa, a wondrous variety is established (the
word ‘wnmiilayitum’ meaning ‘uprooted’ is evidently a mistake here),
which is pleasing to the ear.10* We know that the fundamental diffe-
rence between gandharva and gana lay in their ultimate purpose—that
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of gandharva was adrsta or transcendental merit, while gana had the
drsta purpose of rakti or pleasure. On this basis, Abhinava distinguishes
kiitatanas from the 84 regular tanas of the gandharva system. He says :
“As to the objection why are the kiifatanas not mentioned, the fact of
being kiita, i.e., being in irregular order is not in itself of any impor-
tance. They have the general characteristic of giving pleasure. Only
by rule of the enumerated eighty-four (i.e. the regular 84 tanas of gan-
dharva) have the fixed function of pleasing particalar devatas. They
may not thus (i.e. for pleasing the devaras) be used (referring here to
kiitatanas). In a general way, there use is obvious. As to why they
have not been counted, the answer is, how are they to be counted
when they are infinite?"105 Here, Abhinava clearly refers to the eighty-
four regular tanas of the gandharva, which pleased the gods and brou-
ght about adrgta. Referring to the kiifatanas (which have no fixed num-
ber and being numerous are termed by Abhinava as ‘infinite’) he says
that they should not be thus used, i.e. for pleasing gods. If not for
adrsta, what then, is their use ? This is exactly the question which Abhi-
pava raises and answers too. “Then what is their purpose? No, when the
performer is proper even that produces pleasure for the audience.’'106
That is, when properly performed they have the drsta purpose of rakti
or pleasure.

The dhruva tala had its source in gandharva, but even though born
from it, it was distinct—a purposive transformation of the saptariipa.
Dhruva was the name given to‘a form compounded out of various
minor gandharva forms, as also the major saptariipas. These all stood
for certain tala structures. Out of them selective elements were com-
bined into the dhruva. Basically the diruva drew its constituents from
the gitdngas, the saptariipa. saptaripa pramana (the measure of sapta-
riipa such as tryasra and caturasra measures) minor forms such as rk,
gathds, panika etc.197 From the gitakas, which lay.emphasis on the
adrsta, certain elements are culled and synthesized, so as to be able to
please through rasa and bhava. Thus dhruva as a transformation of
elements drawn from gandharva has the purpose of strengthening the
dramatic effect of rasa.198 Tala in dhruva gana was a flexible and va-
ried one. Tala (as also svara) in dhruva was subservient to pada and
helped to highlight the words of the dhruva. In accompaniment to the
words, it was agitated, slow, staccato, sombre ete., and thus helped
heighten the desired aesthetic mood created by the poetry of the
dhruva song. Not only did rala expressively accompany dhruvas but it
also served various dramatic functions effectively. The dramatis perso-
nae moved with characteristic, stylised gaits which behoved their differ-
ring social status (utrama, madhyama and adhama) and in accordance
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with their distinct dramatic functions. These movements were accom-
panied by suitable sounds on the percussion.1%?

Tala in gandharva was played on ghana or idiophonic instruments,
which consisted of cymbals, generally of bronze. 110 Abhinava says :
“ghana is so called because of the hardness of its form. Due to this
hardness, ghana instruments cannot play specific varnas expressive of
different rasas or bhavas. Tala (or ghana) is only used for establishing
famya.” 11 Samya indicated neutral ‘balance’ or ‘equipoise’ between
tala and svara structures. Again, he says : “ghana vadya can produce
only a single monotonous sound, unvaried in nature and is used only
to keep the measure in a tala by sounding at right intervals.”112 [t
could not be used for expressive playing as in avanaddha instruments.
Tala in dhruva gana was played on avanaddha instruments. These
membranophonic drums were capable of expressing a wide variety of
varnas or ‘bols’. These drums, through the pliancy and resulting inflec-
tions of the taut skin on which they are played, produce a number of
notes at different pitches as well as a wide variety of different expres-
sive sounds,113

The dhruva lyrics had an inherent rhythm of their own, as they
were set to various poetic metres.'* The dhruva form was structured
by the metric (guru-laghu syallables) or prosodic unit of the lyric. In
dhruva the metre appropriate to that rasa and bhdva was primary. As
far as gandharva music was concerned it did not restrict the musical
time form by consideration of syllables etc.''® While in gandharva the
standard time unit was the kala, consisting of five laghus, in dhruva
the basic tune unit comprised of only one laghu (i.e. the smallest
metric unit). Thus, tala in gana was much faster than the slow, sombre
one of gandharva. Abhinava emphasizes the fact that the metres used
must be in harmony with the rasa and bhava. “‘In dhruvas because of
the primacy of qualities like rasa, etc., the metres sung should be in
concordance with the meaning (of the song). Just as in the movement
of a chariot, the patas or sounded beats are of druta gati or fast move-
ment, and the varnas and varnpangas are accordingly, in karuna rasa
there are guru and pluta patas and appropriate varnangas.”’’16 Unsoun-
ded beats, viz. avdpa, viksepa, nigkrama and pravesa had basically a
ritualistic purpose and thus were appropriate to gandharva. For the
theatre, however, they were irrelevant and hence not used in dhruva
gdna.

As regards pada, it was the primary element in gdna, svara and
tala being subservient to it. Thus Abhinava says, “In gandharva, svara
and tala are primary. Pada is used only as a basis or support for the
other two. In the dhruva, on the other hand, words and meanings are
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primary. 117 Again, Abhinava says : “Thus, in gandharva, svara is pre-
dominant, pada is secondary and (acts) as a prop. In contrast, in
gana, pada is primary as it expresses the meaning (of the song) and
svara is secondary as (its role is) only to beautify the pada.”’118
‘Sirice words and meanings were important in dhruva, the pada had
to be clearly enunciated and was not to be distorted in singing as in
gandharva1'® Thus, varna prakarsa or stretching of the words to suit
the melody was not desirable—the melody was to adapt itself so as to
highlight the pada. For this very reason the use of such alamkaras
which led to varna prakarsa was not practised in dhruva gana. Thus
Bharata states : Saptariipagatd jicva alamkara budhaistme naite (sarve)
dhruvasvistah §ruti (srotri) varnaprakarsat na hi varnaprakarasastu dhru-
vanam siddhirisyate| §yeno vapyathava bindurye canye'ti (tu) prakarsi-
nah//120 Abhinava comments thus : “In dhruvds these varnas are not
desirable which involve lengthening or elaboration. Where many
alamkaras are displayed on one syllable, that (too) is not desirable.
Example of such (prakarsi) elaborating alamkaras are §yena or bindu.
These are only examples. There can be others.””121 The gandharva gitis
viz. Magadhi, Ardhamagadhi, Sambhavita and Prthula were various
styles of rendering which involved the splitting of words according to
different layas or tempos. Hence these gitis were prohibited in dhruva
by Bharata—
etasta gitayo jieya dhruvayogam vinaivahi
gandharva eva yojydstu nityam ganaprayoktrbhih//1*2
In gandharva, both nibaddha and anibaddha padas were used i.e.
songs with both meaningful and meaningless words were used. Thus
in the fuska gita meaningless words and syllables like ‘dingle’, ‘jhantum’
etc. were used. This was because such songs had a ritualistic purpose
and were not meant for dramatic purposes or pleasing the audience.
Such songs without meaning would be quite out of place in the theatri-
cal context—satalam ca dhruva'rthesu nibaddhath sarvasadhakam. NS,
32.20. Commenting on this, Abhinava says “In gandharva, nibaddha
and anibaddha padas constituted by syllables are used. In gana, how-
ever, pada is used with rala and with a proper harmony and meaning
appropriate to rasa. Hence, pada in dhruva is not for the sake of
adysta as in gandharva, nor does it depend on scriptures or tradition
for pleasing the gods. In gana, pada is primarily for the audience and
hence intelligible to them.123 However, Abhinava raises an objection,
but also gives the answer to it—"‘Objection. Even in drama we come
across the use of svaralapa etc., without words and through the use of
humkara etc. Thus, in dhruva gana too, we COme across singing which
seems to be independent of the use of varna, alamkara etc., in relation
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to rasa and without tala measured by tryasra etc. The answer is that
such singing is in order to heighten the effect of the instruments like
vina etc., and as a complement to the dhruva which is going to be
sung. It is a kind of filler (piraka), something that completes the
effect of the instruments.’"12%

From an interesting remark of Abhinava, we come to know that
the female singers outnumbered the male singers. Abhinava says that
this 1s because women are naturally given to fine arts like music,
whereas men have to be taught.125

Abhinava also makes another interesting remark wherein he says
that alongwith a sweet voice and a proficient hand in ta/a, the songs-
tress should also have the qualities of youth and a beautiful form and
figure. The latter qualities however do not pertain to gandharva musi-
cians.126 The reason is obvious—the context of singing was different,
the former was for entertainment, whereas the latter was for transcen-
dental merit.

Thus, it can be seen that though derivative of gandharva, the gana
system of music had a uniqueness of its own and was distinct from
gandharva in both its nature and purpose.

Footnotes

| Gandharvasamkrtanaradadya (Naradiyasiksa, 1.2); ganayogam (ga)
cikirsvastasya gandharvaprakrtitvena vyavasthapayanto bhogopayo-
ginamuktapiirvasamhagtair nayamasmabhih svamanigikarkrtah kittu
prakrtavapi na drsta ityagamapramanyenopodbalayanna (nta a) gam-
anurasa (nusdri) hi drsiaphalamapi bhojanadi pranah (nayama) san-
dhyadya ityagamanusandhanenopabrihayanti. AB on NS, 32. 4-6.

la NS, 33.1.

1b Ibid., 28.36. Cf. rafijand janacittanim sa ca raga udahrtah. Br.,

281.

lc ABon NS, 32. 3.

2 N§, 32. 8 : dhruvam anyonyasambaddhah.

3 Ibid., 32. 310; also ibid , 6. 29-30.

4 Ibid., 32 311.

5 Ibid., 32. 312.

6 Ibid., 32. 313.

7 Ibid., 32. 315.

8 Anukarturyadanasamkitadhanavisayadatyuddhataprayogasrama vasa-
dva bhramadidosasambhavana. Vastrabharanavakasaditsaya (ya) gi-
yate santard dhruva. AB on NS§. 32. 315.

9 Atimagnacittavrtterapi Sagarikaya manorathakalpitapriyatamasama-
gamalapadevautsukyapravrttasvaravisayostyeva (Ratnavali). Tatha
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cittadrutalayatr-(t tu) prayastraymsakam (?) prayufijate. AB on NS,
32.10

10 NS. 32. 327.

11 Samkhaciidasyeva Jimitavahanabhaksanakulagorudanikatamupasar-
patah. (Naganandam, 5. 17). AB on NS, 32. 327.

12 Yatha Udattaraghave ramasya prastutasrigarakramollamghanena—
‘Are tapasa sthiri (ro) bhava. Kvedanim gamyate. Svasurmama
parabhavaprasava ekadattavyatha’. Ityadina ravanavakyena. Yatha
(druta) vakyakarnanena virarasasydksepyasya tu rasasya masgnye
‘Sthite’ vilambita. Yathasvatthamno yuddhavire kramollanghanena
‘kutodyapi te tatal’ iti nepathyasravanddi tasya karunarasasya.
(Venisammharam, 3.8). AB on NS, 32. 313.

12a It is interesting to note that the Br 326 and SR 2.284 enjoin the
rdga Bhinnapaiicama to be used at the entrance of the satradhara.

13 Kuttinimatam, 779-883; also ibid., 927.

14 This verse is not available in the present editions of the NS, but it
seems that during Abhinava’s time certain recensions of the NS
contained this verse. Abhinava thinks that this verse is interpola-
ted since it is not found in his manuscript—asmatpustakesu na
tatha drsyate (AB on NS, 28. 141). Despite this fact he agrees
with it and argues that whether the verse is interpolated or not is
not relevant as Bharata had already suggested the matter expressed
in the verse at another place where he enumerates the amfas—na
ca taya vina na samgrhitametadbhavati, jatyamsake hi sarvam svikr-
tam tatrapi ca (ma)-rianopayogino vaicitryasyabhyanujiianam muni-
naiva krtam. Catuhsvaraprayogo’ pi ‘hyavakrstadhruvasviha® (Bh.
NS, 28. 79) iti vadattottaratra calamkaravaicitrayam vibhajajeti. AB
on NS, 28. 141.

15 AB on NS, 82. 141.

16 Gudamaricadirasayojanamaye’pi panaka iva rasantaratvam. AB on
NS, 32. 332.

17 Tatra saimkara-ripabahulydjjatinirdesa (Dattilam 96) iti Dattilacar-
yo'pyaha. Sadjedicyavatisama bhinnasadja ityucyate nandayanti
bhinnaripa bahulyena. AB on NS, 28. 141.

18 L.c

19 Jatisambhitatvadgramaragdnamiti—Vytti on By, 321.

20 Br. p. 105 (This verse occurs in the chapter incorporated into the
Brhaddesi from Sarvagamasamhita). Quoted by M. Lath, op. cit.,
P 171

21 Jatibhyo jatanamapi gramardgasamipabhavitvadastanamuparagitvam.
Kalda on SR, 2. 1.15-18,

22 Kalda on SR, 2. 1.8-14.
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23 Gramayorjativyavadhanenotpannanamapi bhagaragadyapekgsaya vya-
vadhanalpatvadetesam gramaragatva-vyapadesah. L.c.

24 Aia eva hyete gramardga ityuktah. Gramohi jatisamihastasya sam-
bandhino raktyatifaya iti. AB on NS, 29.8.

25 NS 28. 65.

26 AB on NS, 33. 1.

27 Kvacidam$ah kvacinnyasah sadavauduvite kvacit| alpatvam ca bahut-
vam ca grahapanyasasamyutam mandratarau tatha jRatvayojaniyam
manigibhik gramaragah prayoktavya vidhivad dafarfipake/| Vrtti on
Br., 364.

28 NS, 29. 49,

29 Nanu piirvoktabhyo magadhyadigitibhyo dhunoktanam Suddhadigiti-
nam ko bheda iti ceta, ucyote-magadhadyah pradhanyena padarala-
Sritak; Suddhadayastu pradhanyena svarasritd iti. Kald on SR, 2.1.
6-7.

30 Bharatah punarmdgadhyadiscatasra eva gitiruktavan. L.c.

31 ‘Le:

32 ‘bhaganam’; bhasa gramaragalapaprakarah, tathicaha Matangah—
“gramaraganameva aldpaprakara bhasavacyah, bhasasabdo® trapra-
karavaci” iti. Evam vibhasantarabhasa $abdavapi tattadantarotpan-
nalapaprakaravacakavityavagantavyam. Kala on SR, 2. 1. 19-47,

33 Br., 2385-87,

34 Tatra gramaragan vibhajate—'paficadheti’-grdmaragak paiicapra-
kard bhavanti. Kena viSesena paiicaprakaratvam ? Ata aha-paiica-
gitisamasrayaditi, kastahpaiica gitaya ityapeksayamaha—'gitayah
paitceti’ Suddha bhinna gauda vesara sadharaniti pafica gitayah Bha-
ratena magadhadaya$catasro gitaya ukta. SR, Vol. 11, p. 4.

IR, 2.5

36 SR, 2. 1. 4-5; also Br., 291-96.

37 Ibid., 2. 1. 6.

38 Caturgitigatain laksma $rita sadharani mata—1Ibid., 2.1.7. Matanga
says that Kaku was also used, in this giti. Br., 303-04.

39 ABon NS, 28. 141.

40 The text has sad ja madhyamayoh; Sadji is in brackets after sadja.
Sarngadeva (SR, 2.2. 27-29) has sad jamadhya. Nanyadeva has gad-
Jika (sadji) and sadjamadhya. (BB, 2. 6. 84) and quotes Kasyapa,
too, who gives the same as source jatis, (BB, 2. 6. 85).

41 SR, 2. 2.27-29.

42 Sarngadeva gives gandhari, madhyama and paficami as the source
Jjatis of this grama rdga. The same is given by Nanyade-
Kasyapa (quoted in Bharatakoga, p. 465).

43 SR, 2. 2. 67-70. These two grdma ragas have omgin the portion
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Matanga who gives only five rdgas for the Suddha style. It is possi-
ble that these two grdma ragas were created later. This is suppor-
ted by the fact that Sarngadeva describes this rdga as under adhu-
naprasiddhanam. L.c.

43a Vrti, Br., p. 85—gandhdrasya capaltvam.

43b Pirvarange pracuraprayogatvatiasya Suddha$adabasyadau nirdeSah.

E.o;

43c The Vriti, Br., p. 86, also gives ga, ni as weak.

43d L.c.

44 In the AB, Dhaivati and sad jamadhyama are given as the source
jatis of Sudhakai$ika madhyama. Nanyadeva, too gives dhaivati
and sad jamadhya as the source jatis (BB. 2, 6, 181), and quotes
Kadyapa who gives the same source jatis (ibid., 2. 6. 191). Matanga
however gives kai$iki and sadjamadhyama as parent jatis (Br., 320)
and this seems more logical.

45 Vrtti. Br., p. 86; SR, 2. 2. 97-98.

46 SR, op. cit.

47 SR, 2. 2. 21-22; Vrtti Br., op. cit.

48 SR, 2. 2. 30-32; Vrtti Br., p. 87 also By., 321-22.

49 Ibid., 2. 2. 719-80. Br , 324-25. Vruti Br., p. 89.

50 Bhinnatagah of AB should be bhinnatanah.

50a Srutibhinnak—Br , 331. The Vritikdra explains this to mean that
nisada obtains two Srutis from catuhSrutika paiicama. But the diffi-
culty is that how can nigdda obtain two frutis from the trisrutika
paiicama of the madhyama grama (this grama raga obtained from
the madhyama grama)? The Vrttikara justifies it by giving the
example of the bhinnd kaifika raga, where too it seems that the
trisrutika paficama undergoes such a change—Catuéfrute paficama-
sya yada S$rutidvayam grhnati nisadah tadasau Srutibhinno’ bhidhi-
yate. Nanu madhyamagrame paiicamasya tri-Sru (ti) katvat katham
$rutidvayam grahnati nisadah. Ucyate. Bhiitapirvanyayena catus-
Srutirucyate  Yatha BhinnakaiSikardge triSrutipaiicamasya catus-
frutitvamasritya lopah krtah sad jograme, evamatrapi bhavisyatiti na
dosak. Vrtti, Br., p. 91. It may be noted, that in contrast to the
dhruva gana, such a change in the trisrutika paicama of the madh-
yama grama, would have never been permitted in gandharva
singing.

51 SR, 2. 2. 35-37; Sarngadeva terms bhinnatdna as one which con-
sists of the last miircchana antimamiircchanah i.e. (bhinnatanah).
Kallinatha explains this as the rsabhadi mircchand-antimamirccha-
néah rsabhddimircchandh— Kala on SR, 2. 2. 35-37.

52 SR, 2. 2. 33-35. Samgadeva does not mention the weak ga, ni,
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but in fact terms it as pirna. Br., 328. Matanga says it is full of
gamakas in the mandra sthana.

53 SR, 2. 2. 82-85. Samgadeva does not mention the weak ri. Sitra-
dharapraveSena, Br., 325. In the Kuttinimatam (880), where the first
act of the Ratnavali is staged, we have an actual instance of the
rdga bhinnapaficama being played at the entrance of the Siitra-
dhara.

53a The Vreti on Br. p. 89 has an interesting passage—paicamasya
sthane sthane vivaditvena grhito bhavati paiicamasya$casamvaditve-
na (?) varjyate kadacidasau bhinnapaiicamak svarabhinno'bhidhi-
Yate—i.e. from place to place paiicama attains vivaditva. Some
times paficama abstains from its samvaditva (i.e. with rsabha) and
the note is said in a different manner, hence bhinnapaficama.

Now the bhinna style was characterised by complex, suble
notes. Here is an example. Since sometimes paficama sounded in a
different manner in bhinnapaficama, it meant that the frutis in the
trifrutika paficama must have sometimes varied and hence the
differing nature of the note. It is then understandable why pan-
cama atained vivaditva at place to place. For the same reason
sometimes it does not have samvaditva with rgabha. Tt may be no-
ted that for this reason rsabha was a weak note in this grama raga.

54 Abhinava has mentioned kdrmaravi and Sad jamadhya as the source
Jatis of bhinnakaiSika. However all others, Vrrti (Br., 330) Sarnga-
deva (SR, 2.2. 37), Bharatakoga (p. 438) mention Kaifiki and Kar-
madravi as the source jdtis of this rdga.

55 SR, 2. 2. 37-39.

56 Ibid., 2. 2. 42-45—Udbhate natane geyo (SR, 2. 2. 45), says Sarnga-
deva. Kallinatha explaining it says that this means that this is sung
in enacting mandala while dancing—wdbhate natane mandaladau.
(Kala on SR, 2. 2. 45).

56a AB gives dhaivati and madhyama as the source Jjatis which seems
to be a mistake. The Br., 335-36 and SR, 2. 2. 40 give yad jamadh-
yama as the source jati,

57 SR, 2. 2. 40-42, Sarngadeva terms this raga as smhpiirna, Matanga,
too, terms it as paripiirnasvarah—Br., 336. Abhinava, however,
says nispah kaifika madhyah.

58 Matanga (Br., 335-36) and Sarngadeva give kaisiki and sadja-
madhya as source jatis—SR, 2. 2. 45. Abhinava gives karmdravi
and sad jamadhyama.

59 SR, 2. 2. 45-47.

60 Ibid., 2. 2. 120-22. Br., 340.

60a The text giving the source jatis of takka is missing in the portion



250 A Historical and Cultural Study of the Natyafastra

guoted by Abhinava. Matanga (Br., 339) and SR, 2. 2. 90 give
dhaivati and gad jamadhyama.

61 Ibid., 2. 2. 90-91.

62 The text quoted in Abhinavabharati is far from clear—vamédnto
vignirmadhyapaiicamayormalavavesarak. The passage of Nanya-
deva in the BB gives dha, pa as nydsa, sad ja as amsa and sadja-
madhya as the source jati—Dhapanyasa ca sad jam$a visphuratsadja-
madhyama| parihina sasphuritd jieya malavavesaral| (BB, 2.6. 116).
Nanyadeva also quotes Kagyapa, but the passage of Kayapa gives
takkaraga as the source (ibid., 2. 117). Hence this is probably
Malavavesarika which Kallindtha gives as the bhasa of takkaraga.
The passage of Kasyapa, too, has Malavakhya vesarika not malava-
vesara. This grama rdga has not been mentioned by either Matanga
or Sarngadeva.

63 SR, 2. 2. 48-50; Br., 342.

64 For the source jati of Botta, the text of the Abhinavabhdrati simply
says ‘dhapamadhyodbhava’. Matanga (Br. 343), Sarngadeva (SR,
2. 2. 50-52) and Ninyadeva (BB, 2. 6. 92-93) give the source jatis
as paiicami and gad jamadhyama.

65 SR, 2. 2. 50-52. The Vriti on Br. p. 93 also gives §anta rasa and
terms this grama raga as well as sauvira and takka as pirna.

66 Abhinava gives the source jatis of hindolaka in a formula like
style namely, ‘ridhajatya-nyasasambhavak’. From Samgadeva we
know that rsabha and dhaivata were omitted in this rdga and the
jatis which derived their names from these two notes were the
source of this grama-riga —
dhaivatyarsabhikavarjasvaranamakajatijahl/
hindolakah ridhatyaktah sadjanyasagrahams$akah—SR; 2.2. 93-94.

67 SR, 2. 2. 93-95.

68 For the source jatis takkakaisika, Abhinava here again in a for-
mula style says ‘madhjati-bhak’ to indicate madhyama and dhaivati
jatis. Matanga (Br., 345), Sarnigadeva (2. 2. 190) and Nanyadeva
(BB, 2. 2. 101) also give Dhaivati and Madhyama as source jatis.

69 SR, 2. 2. 190-92; Br., 345.

70 Ibid., 2. 2. 71-713; Br. 346.

71 Nanyadeva, gives sad jamadhya as the source jati of Bhammana
paficama, BB, 2. 6. 178, Matanga (Br., 355) and Saragadeva (SR,
2. 2. 60) term the sovrce jati as S$uddhamadhyamd. This is pro-
bably Sad jamadhyama.

72 SR, 2. 2. 60-62.

93 Ibid,; 2. 2. 55-57; By., 356.

74 Giving the source of the grama-raga gandharapaiicama, Abhinava
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merely says ‘gandharasambhavak’. The editor’s note below explains
it as gandhari and raktagandhari jatis. Matanga (Br., 357) and
Samgadeva, (SR, 2.2.103) give the same as the source jatis of
gandharapaiicama.
Abhinava says ‘trisrutidurbalak’ for the grama raga gandharapan-
cama. The editorial note explains this as to mean rsabha and dhai-
vata. Now, the Vrtti on Br. p. 101 classifies gandharapaicama
in the group of madhyamagramika grama-ragas. Kallinatha, follo-
wing him says ........ natra, gandharapaiicamalh sad jakaiSika ityete
trayo madhyamagramotpannalh (Kald on SR, 2.1.8-14). Moreover,
the source jatis gandhari and Raktagandhari are both of madhyama-
grama. In madhyamagrama the two trisrutika notes or paiicama
and rsabha, dhaivata is catusrutika i.e. of four $rutis. Note may
also be made of the fact that Abhinava says ‘trifrutidurbalal’ and
not ‘trifruti-durbalaw’, the singular number thus indicating only
one trifrutika note. Matanga and Sarmgadeva do not mention any
weak note, but in Sarngadeva’s alapa notation of gandharapaicama
rsabha is extremely infrequent but not so paficama. This is further
strengthened by the fact that in both raktagandhari and gandhari,
the source jatis of this grama raga, rsabha is a weak note not pan-
cama.
SR, 2. 2, 103-105; Br., p. 101,
Abhinava gives only drsabhi as the source jati of Revagupta, so
also does Nanyadeva—
arsabhyamrsabhe camsanyasayoh sad javarjitahl
Jitasangramaguptena Revaguptal prakirtitah//—BB, 2. 6. 172.
Matanga (Br., 359) and Sarmgadeva (SR, 2. 2. 100) however,
gives madhyama and drsabhi as the source jatis of Revagupta.
Abhinava terms the grama-raga Revagupta as ‘visadjakal’, i. e.
without sadja. It may be noticed that Nanyadeva, too, terms,
Revagupta as sad javarjitah. Mataniga and Sarmgadeva, however,
do not mention this.
SR, 2. 2. 100-02; Br., 359.

79a Sarngadeva says ‘nigo nyasa’ (SR, 2. 2. 66).
79b Sarngadeva terms rsabha as alpa, l.c.
80 Ibid., 2. 2. 65-67.

81

For grama-raga Sakapaficama, Abhinava merely says sadhajatijo,
thereby indicating §adji and dhaivati jatis, Matanga (Br., 353),
Nanyadeva (2. 6. 175-76) and Sarmgadeva, (2. 2. 58) give the same
as source jatis.

8la Abhinava only mentions the weak ga, i and not na. Matanga (By.,

op. cit.) and Nanyadeva (BB, op. cit.) mention the weak ra.
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82 SR, 2. 2. 58-59; Br., 353.

83 Ibid., 2. 1. 14,

84 NS, 32. 426.

85 AB on NS, 32. 429.

86 Mangalatvat. Tatha hi matyguptah prathamai madhyamadeva Vag-
devi sarvadehinam|
mangalydrtha tadamsah syadarambhe cauksasadavah//

—AB on NS, 28. 64-65.

87 Satsu ragesu mukhya iti sadavah —Br., Vrtti, 318; also parvarange
pracuraprayogatvadasya Suddhagadavasyadau nirdefal, l.c.

88 NS, 32, 428-29.

89 Br., Vrtti on 322. p. 87. Madhyamagrama, sadja (grama), sadha-
rita, paficama, kaiSika, and sadava, the very six grama ragas men-
tioned by Bharata have been enumerated here. However, a seventh
fuddha grama raga, viz. kaisika madhyama has also been mentioned
here. It may be noted that the GOS edition of the N§ has a va-
rient reading kaiSika-madhyama instead of paiicama for the ava-
marsa sandhi. However, Abhinava, ccmmenting on the above verse
gives paiicama for avamars$a sandhi, as do the Vrttikara and Kalli-
natha.

90 Nanvayam viniyogaviSesah kasmallabhyate ?

Bharata-vacanadeva : yadaha Bharatah—
mukhe tu madhyamagramakh etc. Kala on SR, 2. 2. 21-22. See also
Kald on SR, 2. 2. 30-32.

91 Tatha caha Bharatah—
piirvarange tu Suddha syadbhinnd prastavanasraya etc. Quoted in
Kalid on SR, 2. 2. 30.

92 Vrtti on Br. p. 104.

93 NS, 31.358.

94 ABon NS, 33. 1.

95 AB on NS, 28. 35.

96 ABon NS, 33. 1.

97 ABon NS, 29. 8.

98 ABon NS, 33. 1.

99 AB on NS, 28. 77.

100 Ibid.

101 4B on NS, 23. 1.

102 Dattilam, 38-39.

103 4B on NS, 28. 34.

104 Ibid.

105 Yaccoktam kiitatanak kimiti nokta iti, tatra kiitatvam tavanna kimcit-
prayoktysulcharthattvam tesamapi samanam...Yaccoktam ganana na
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krteti tatranantyatka ganand, i.c.

Syddetat-tena kim prayojanamiti ? tanna yastadapi samyakprayok-
tari sati $rotrnam tu sukhajanakameva, l.c.

NS, 32. 1-2; also AB on NS, l.c.

AB on N§. 32. 3.

AB on NS, 33. 1.

NS, 32. \. Cf. kamsyataladikam ghanam, Amarakofa 1.7, 4.

AB on NS, 28. 2.

Tatra hanyata iti ghanah kathinataikariipah tata iva namanonnama-
nasaithilyadiyogobhavadaksaravaicitryam canuruddhya, manamatre-
nopayogikamsatalikadirucvate—AB on NS, 31. 1.

See Lath, 4 Study of Dattilam, pp. 103-04; also appendix, pp.
451-52

NS, 31. 14; also ityatra chandovrttaripam satsthanam. AB on NS,
32, 14,

AB on NS, 32. 16.

Dhruva tu rasddyanuguno yo giyamdnasya vritasydrthastatranuguno
yah pradhanyat patadinamanyatamah tadaucityendnepi pravartante.
Yatha rathagatyaucityad drutariipe pate tadnusdrino varnavarpangd-
dayah. Karunarasocite varnange tadanuguna guruplutddiriipena pata-
dayah. AB on NS, 32. 8.

NS, 32. 27. also Kintvanyatha tasya gane pradhanyamanyathd ca
gandharve Tatra hi svaratalau pradhanam. Tau canddharau na Sak-
yau prayoktum. AB on NS, 32.27-28.

Cf. also Abhinava’s quoting pada as being analogous to a wall
mural. Just as the wall is the basis on which the mural is painted,
so is the pada the basis on which the dhruva is structured—anyepi
kudyaatta (tra) drstantena tena dhruvanamadharah padamiti parya-
yat tadvidyate yasyam vrttajatau sa dhruveti.”” AB on NS, 32.8.
AB on NS, 29. 29.

NS, 29. 26-27.

AB on N§, 29. 27.

NS, 29. 49.

AB on NS§, 32. 29.

AR on NS, 32. 30.

Gayikanam bahutve hetum dar§ayati prayena ta(tu) sya(sva) bhavat
strinam ganam nrnam ca samvidhiriti, AB on NS, 33. 5.

AB on NS, 33. 1.



Chapter 10

Rhythm and Time (Tala)

The various fala structures of gandharva were constitued by basic-
ally eight! types of beats, four unsounded and the other four sounded
ones. The former consisted of dvapa, nigkrama, viksepa and pravesa,
the latter were famya, tala, dhruva and sannipata. In gandharva these
beats were denoted by some typical gestures of hand and palms and
one could not deviate from the prescribed movements. Thus these
gestures seem to have had some ritualistic significance.?

Avapa was the folding of fingers with palm facing upwards (uttana-
ngulasaiikoca). Nigkrama was the adhogata palm with fingers extended
(prasaranat). Casting of this hand to the right was viksepa. Drawing
in of the fingers stretched during viksepa was pravesa.® Of the sound-
ed beats, or patas as they are termed, famyd was the beat sounded
with the right hand. tala with the left hand and sannipata® with both
hands. Dhruva has been described by Sarngadeva as a movement of
the hand after snapping the fingers.?-*

Bharata speaks of three tempos (layas), druta or fast, madhya or
middling and vilambita or slow.8 These corresponded to the 3 marga,
citra, vrita and dakgina respectively. The citra marga (druta laya) tala
was rendered as a one kala unit. In the vrtta mdrga or madhya laya, it
was twice as much i.c. it was dvikald, and the daksina marga was 4
times the citra marga and the mode of tala was catuskala or a 4 kala
unit.? The ekakald unit was also known as the yathaksara and was
the basic mode.

The various tdla structures of gandharva were classified into two
basic groups, viz., the tryasra (i.e. those structured on triple group-
ing) and caturasra (those structured on a duple arrangement.)1? The
2 formula names for the caturasra and tryasra talas were caccatpula
and cdcaputall These names do not have any significance in them-
selves, but when seperate split up into single, syllables of guru, laghu
and pluta it gives the basic pattern of beats of the fryasra and catu-
raéra talas in the ekakala tempo. In Sanskrit prosody metre is mea-
sured in terms of matras (i.e. the time taken to utter a short vowel).
A laghu is a syllable consisting of one mdtra, guru consists of two
matras and pluta three. A guru equal to 2 matras was equal to 1 kala,
a laghu half a kala, and pluta one and a half kalds.1® Cacaputah'® was
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broken up thus :
ca ca pu tah
S /| I S
(guru) (laghu) (laghu) (guru)
1kala % kala 1 kala 1 kala=3 kalas i.e. basically an
odd number tala structure.

Caccatputah*
cac cat pu tah
S S I S

(pluta)
1 kala 1 kala L kala 13 kala=4 kalas, i.e. basically an
even number tala structure.

Bharata has given three basic patterns of beat arrangements for the
ekakala caccataputa and cacaputa structures. These were thus :13

(1) sannipata, $amya, tila, §amya.

(2) $amya, tdla, S$amya, tala.

(3) tala, samya, tdla, éamya.

He terms the first option as a Suddha one or the strong one. The
second formation, he says,was used in the dsdritas and the third in the
panikal?

Satpitaputrakak : This was yet another tala and was a form of the
tryasra; but while the Cacaputak had only 3 kalas in the ekakala
mode, this tala-structure had 6 kalds. Bharata says that this tala, was
also called paiicapani1® Sarngadeva gives 3 names for it uttara, pafic-
apdni and satpitaputrakah.1® The syllabic arrangement of the name sat-
pitaputrakali®® denoted the number of kalas.

TR S e e T - kah
pluta - laghu - guru - guru - laghu ~ pluta=6 kalas
S - ISk s S - § S =16 matras.

Bharata has also given the names of the specific beats and arranges
them syllabically thus :21

sat pi ta put ra kah

sath  ta $a ta sa ta.

Two more rala structures of the tryasra category and in the eka-
kala mode have been described by Bharata. These were Sampakves-
takah and udghattakh.

Sampakvestakah was to have five gurus, but Bharata decreed the
first and last to be pluta, which would then total to 6 kalds. Bharata
says that the beat pattern was to be the same as satpitaputrakah but
that thus was to begin with rala.22 Abhinava says that the initial
sannipdta®® of beat was to be left out. Thus sampakvegtakalk would
be thus—
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S S S S S

ta éa ta §a ta
Udghattah had 3 gurus—niskrama, thereafter 2 Samyas®*
Thus— S S S

ni 4a fa

Thus 5 tala structures of either the tryasra or caturasra type have
been enumerated by Bharata.23 Apart from these he says that there
are also rala structures consisting of 5, 7, 9 or 11 kalas, but these
were not within the fold of gandharva.2®

In the dvikala mode two kalds made a single unit and four Fkalds
in the catuskald mode. These two kald and four kald units were
termed padabhdgas. Four such padabhagas constituted what was term-
ed a matra. (This, however. was very different from the metric mdtra
which equalled a nimesa).2?
Dvikala mode
Caccatputah—28

S S S S S S S S
ni §a ni ta, da pra, ni sam
Cacaputah—?2°
S S S S S S
ni 88, £& Ay oot osaE;
Satpiraputrakah3°
S S S S S S S S S S S S
ni pra, 4R fa, ni - A, oi 68, B pray ol Cdah
Catugkala mode®!
The details of the catugkala mode have been taken from SR, since
Bharata has not discribed it.
Caccatputah
8N ESST=8I- 8 S8 80 ST S SES S 8 Rl
goenivvida; R Oni v ta; fda vi pra, & ni vi samh
Cdcapuiah
S S S S S S S S S S S S
a i vl #a, o A t& v da, i sam
Satpitaputrakah
SRS N cReel Rt 8 oS L8R IR BN BT RS SRR GR
A ni vipra, 8 t& vi fa, & ni vi ta& & ni vi éa
S S S S S S S S
a ta vi pra a ni vi sam
Bharata has listed 21 elements to be dealt with under the topic of
tala.32 These are :
1. dhruva 4. viksepa 1. tala
2. avapa 5. pravesana 8. sannipdta

3. nigkrama 6. famya 9. parivarta

1

o
-
=

—
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10. vastu 14. vidari 18. avayava
11. matra 15. yati 19. marga

12. prakarana 16. laya 20. padamarga
13. anga 17. giti 21. pani

Of these the first 8 as also matra, laya, marga and padamarga have
already been taken up.

Parivarta—Bharata does not specifically define parivarta, but he
mentions the term at certain places in the sense of repetition.

Vastu—Though the term vastu is not explained by Bharata, he has
used it prolifically. A vastu was composed of mdtras.

Prakarana—This was the general name for the 7 gitakas, also called
sapturiipa. They were major tdla-structures of gandharva.

Vidari—Bharata defines vidari as the consummation of a pada or
varna.3* Abhinava terms viddri as gitakhanda® i.e. a musical seg-
ment.38 Vidari divided the entire melodic structure into segments, and
the division seems to have been made on the basis of tala.

Anga—Abhinava gives a two-fold meaning of aiga as talanga and
varndnga.3” The gitakas or the major tala structures were formed with
a variety of rala constituents. These are termed anga (i.e., talanga) by
Abhinava. Bharata describes 3 angas viz., vivadha, ekaka and vrita.
Bharata says that these were formed within the vastus and avayavas
(limbs) of the gitakas.38

Ekaka—Bharata says that ekaka was based on a single vidari.39

Vivadha—Vivadha consisted of 2 vidaris, The G.0.S. edition of the
NS, apart from this, does not give details about this afiga. The Asiatic
Society edition of the NS mentions 3 classes of vivadhas viz. samudga,
ardhasamudga and vivrtta.40

Vrtta—This was two-fold : pravrtta and avagadha.®' Avagadha was
formed with droha and pravreta with avaroha.®® Bharata says that the
aroha and avaroha were of 2 types—those based on nyasa and apanyasa
and those which depended on the antaramarga. This anga had a maxi-
mum of 6 vidaris.43

Yati—This is the regulation of the speed or tempo of words of
varnas i.e. syllables of both vocal and instrumental melody.** Abhi-
nava comments that syllables of vocal melody meant varnas like sthayi
etc., and those relating to instrument were jhantu, kata. katha etc.5
This was regulated by three types of laya—sama (even), srotogata, (cur-
rent like) and gopuccha (cow’s tail). That which had the same tempo
in the beginning, middle and end was sama; srotogata, like the river
current began with a slow speed and gradually acccelerated to a fast
one. Gopuccha was the reverse of srotogata commencing as a fast /aya
and concluding in a slow one.46
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Pani—The word pani indicated tala.’? Pani here related to the
synchronisation of t@la and the tala-stresses of the vocal or instrumen-
tal melody. This was of three kind—samapani, avapani and uparipani.
If the /aya of the tala and that of the melody played or sung were in
in harmony it was termed samapani, i.e. their beats synchronised with
each other. If the melodic stresses preceded the tdla beats it was
termed avapani and if they followed the tala beats it was termed upari-
pﬂru'_'la

Giti—Abhinava defines giti thus : “that purticular act of singing
(gana kriya) which is characterised by division into yati and /aya and is
adorned by varna and alamkara is giti.”’*® Again he says, by the word
giti is understood the mutual dependence of notes and words.”’3? The
question arises that varma too was the characteristic rendering of
words. So what was the difference ? Varna was the singing of only a
word or syllable in a particular fashion. Giti was a much larger con-
cept and implied the singing of a whole lyric. In fact the difference
of meaning is inherent in the very terms themselves—varna means a
syllable and giti means a lyric. Giti involved the singing of not only
varna, but tala elements like yati and /laya also helped to characterise it.

Four types of giti have been mentioned by Bharata, viz. magadhi,
ardhamagadhi, sambhavitd and prthula ' Abhinava explains the gitis
thus : Magadhi is trinivettipragita. Thus in singing ‘devam Sarvam
vande® ‘devam’ is sung in the first kald in vilambita laya, "devam Sarvam’
is sung in the second kala in madhya laya and then ‘devam Sarvam vande’
in the third kala in druta laya. When there is repetition after half of
the next pada, i.e. ardhamigadhi, some hold that as in the Saman Veda,
the repetitions disregard the breaking up of the words. For example in
‘jatavedasam’, there is repetition up to ‘ja’ and then ‘ravedasam’ is
sung. Here, there is a break in the middle of the sadja-nada, but
others avoid the breaking into half.52 Magadhi would be thus :

£1)-1=8 S S S
de — vam —
Gi) S S S S
de vam Sar vam
(=8 5 S S
devarh  Sarvam Van de

In ardhamagadhi there is repetition of the next pada (i.e. ‘vam’

here) :

(88 S S S
de e vam ==
Gi) S S S S

vam Sar vam —



Rhythm and Time (Tala) 259

(ite) o8 ) S S
vam van de =

Here there is distortion of words as in Sdman singing. Hence Abhi-
nava says that others sing it in a manner which avoids the splitting of
words into half.53

Bharata defines sambhavita as that giti which abounds in guru let-
ters and prthula as abounding in laghu letters.%* These gitis were to
be used only in gandharva, and not in gana.5
Major Tala-structures in Gandharva

The 3 basic tala structures—caccaputak, cacaputah and paicapani
helped in building the structure of large, elaborate and very complex
tala-forms such as vardhamanaka, 7 gitakas etc., which have no
parallel in present day tala. :

Vardhamanaka—As described in the chapter on dance, vardha-
manaka was associated with the randava dance. It was the tala form
which accompanied the tandava which was performed during the piir-
varanga. “‘Asaritanam samyogo vardhamdnakamucyate”,®® says Bha-
rata, that is vardhamanaka was made up of a combination of (tala
constituents such as) asaritas. Vardhamanaka consisted of 4 asaritas,
viz. kanigtha, layantara, madhyama and jyestha. Bharata describes their
formation in detail.
Kanigtha®

Sa ti .Sa_ t&  Sam

1a Ga 18 Sa 12  Sam

th 8 kBl 8 Sam

The layantara asarita was the same. Sarngadeva says that the mar-
ga and laya were double.’® Bharata says that it was different from
the kanistha asarita in the sense that the words and the laya were
different.5?
Madhyama®? .
Sa ni ta ni Sa ta pra ni Sam

ni pra ta Sa ni ta ni Sa tda pra ni Sam

ni pra ta Sa ni ta ni Sa ta pra ni Sam
Jyestha

Bharata has given the detals of the beats.5!

§a a ni vita, a ni vi Sa, a ta vi pra, & ni vi sam, a ni vi pra, a ta
vi $a, & ni vi ta, a ni vi Sa, 4 ta vi pra, @ ni vi sam, a ni vi pra, 4 ta
vi Sa, a ni vi ta, & ni vi Sa, @ ta vi pra, 4 ni vi sam

Each dasarita, it may be noticed consisted of 3 units or vastus.%
Thus Bharata says that an dsarita has 3 vastus and 4 angas. The 4 ai-
gas® are mukha, pratimulkha, deha and sarmharana. Mukha was formed
in the upohana®® (i.e. the initial few kalas) of each dasarita. The rest.
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of the kalas of the first vastu were pratimukha. Now the second and
third vastus of each of the dsaritas was formed with 2 pafcapanis. In
the first paiicapani, forming the second vastu the anga was deha (Abhi-
nava calls it farira). In the third and final vastu forming the second
paficapani was used the samharana.$5
Since the pirvaranga dancing involved the use of vardhamanaka® it
is evident that it was not a mere tala complex but a fdla-cum-song
structure. Corresponding to the four dsdritas were the four kandikas
viz. vifala, sangatd, sunanda and sumukhi 7 The kandikds were sung
to the asaritas and the tala structure of the vardhamanaka was slightly
modified to suit the kandika formation.
Asarita Kandika
Kanigtha (17 kalds) consisted of only a kandika
Ist kandika, i.e. visala, rendered in the first
9 kalas of the kanigtha asarita,
latter omitted,%8 5 kald upohana®®
Layantara (17 kalas) 2 kandikas™ (17 kalas) of layantara
2nd kandika-1st kandika
sangata--visala
8 kalas--9 kalas
6 kald upohana in sangata®™
Madhyama (33 kalas) (33 kalas)
3rd kandika+2nd kandika-+-1st kandika™
sunandda—+sangata--visala '
16 kalas+8 kalas-+-9 kalas
7 kala upohana of sunanda™
Jyestha (65 kalds) 4 kandikas (65 kalas)™
4th kandika-+-3rd kandika-+2nd kandika—
1st sumukhi-sunandd--sangatd-+visala
32 b (i SASRES e TR
8 kala upohana of sumukhi™
Bharata says that since the vardhamanaka increased constantly as
regards kalas (from 9 to 17 to 33 to 65), words and /aya (from ekakala
to dvikala to catuskald—though in effect the speed is decreasing), hence
it was termed so.76
Saptariipa or the Seven Gitakas
These were large, elaborate tala-structures formed with tdla com-
ponents such as vastu. The gitaka was a complex tala-cum-melody
structure. Of the 3 aspects—svara, pada and tala, the first two were
secondary and the main importance of the gitaka lay in its complex
and elaborate tdla structure.?” Bharata enumerates the 7 gitakas thus :
madraka, ullopyaka, aparantaka, prakari, ovenaka, rovindaka and
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uttara.”™ These could be rendered in the ekakala, dvikald and catus-
kala modes.
Madraka—Bharata says that the gitaka named madraka was of 2
types—(i) consisting of 3 vastus, and (ii) consisting of 4 vastus.™
In the beginning there was an upohana of 2 kalds and a pratyupo-
hana of one kald. Bharata has described the ekakald madraka in
detail, which can be represented thus :80
S § S Sa ta ta éa Sa ta ta Sa ta da ta Sam
Sarngadeva says that after 3 or 4 such vastus was a tala constituent
called the $irsaka. This, he says, was rendered either in ekakala or
catugkala paiicapani 8
Dvikala madraka—Bharata does not give the details of the dvikala
or catuskald madraka, but Sarngadeva does. Upohana is of 3 kalas.
The dvikala madraka had 24 kalas. There are 12 padabhdgas or 3 mat-
ras. There is upohana in the first 3 kalas.®
S S S S S S S S
\stmatra ni pra ni pra ni pra, ni Sa
S S S S S S S S
ondmarrda ni Sa ni tA ni tA ni Sa
S S S 8 S ) S S
3rdmara Sa t1a ta Sa t2 Sa ta Sam
Again after 3 such vastus there was a §irsaka in yathaksara or dvi-
kala uttara i.e. paicapani. 8
Catugkala madraka8*—

Seriesgeg g 2.4 8 § 8. 8 &8 8 8
Istmdtréa & ni viprad ni viprad ni viprad ni vi Sa
e S e N R e R SR
dndmatra & ni viSa & ni vi t3 a4 ni vi ta 3 ni vi Sa
S UL SRR R TR R RS (B S R g8 S
3rdmatra 4 Sa vita A ta vi Sa 4 ta vi Sa td ni visam

Bharata enjoins an 8 kala upohana and pratyupohana to be of 1, 2
or 4 kalas.®

Sarngadeva says that at the conclusion of three such vastus there
was to be a Sirsaka and he gives four options for it. It was to be for-
med either in catugkaid paiicapani or in ekakala-cum-catugkald pofica-
pani, or in dvikala-cum-catugkala paiicapani or in two catuskald paiica-
panis. 88 The aigas ekaka and vivadha were to be formed in madraka.8

Aparantaka—This consists of what are termed $akha and prati-
$akha. Sakha seems to be another name for the vastu and pratifakha
was the same but had different words (anyapada).8® The gitaka con-
sisted of 5, 6 or 7 vastus.8® Now there were three opinions as regards
the $akha vastu relation. The first was that 5, 6 or 7 vastus constituted
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the fakha. The pratisakha had the same tala structure but different
words. This was the view upheld by Dattila and Sarngadeva. A se-
cond view mentioned by Sarngadeva was that in a particular group of
vastus, the first half constituted the fakha and the latter half the prati-
§akha. Thus, in a group of 7 vastus, the first three and a half would
be the fakha and the latter three and a half the pratifakha. Abhinava,
however, mentions yet another view which he ascribes to Visakhila.
In a particular vastu, the first half would be §akha and the latter half
pratisakhd. For example, in the catuskald aparantaka of 24 kalas, the
first 12 kalds would be the fakha and the latter 12, the pratifakha.
Sarngadeva does mention this view but ascribes it to Bharata.%0

Aparantaka—This gitaka consisted of 5, 6 or 7 vastus. Abhinava
gives the structure of ekakala madraka thus :
SS S S S S S S

Sa ta ta $a ta Sam (scribal error for Sam).9

Dvikala Aparantaka—Sarmgadeva says that this has a vastu of 12
kalas, upohana consists of 1 or 2 kelas and pratyupohana (in the other
vastus) of 1 kald.?? The dvikald aparantaka vastu of 12 kalds is thus?3—

S S S S S S S S S S S S
ni - pra -ni-cpra’ pie 8T oni o Has the da {3 - sam

Catugkala Apardantaka—This contained 24 kalas. Bharata states
that the wpohana should consist of half the vastu (vastyardham) of 2
kalds.®* The details of the catuskala form are not given, so again it is
Abhinava who comes to our aid. The prastara given by him is thus :95

§ 8§ &S S 8 8 358 8588 59 5GS
A ni viprada ni vi Sa @ ni vita & ni vi pra
S S S S S S S S

5 W - vi “Sa &  pb o wi o osam

The 4th padabhaga is actually not given and 18 missing here. But
in another place, he points out the difference with Dattila whom he
quotes saying that the 2nd pddabhdga is formed with ‘d ni vi §a’ and the
4th with ‘@ ni vi pra’ .96

The one given by Sarngadeva, however, is quite different, and is
thus :%7

75]
7]

858 B oRoh S Saih i
ni vipra @ ni vipra @ ni vi Sa i
S S S S S S S S
& 1A -.vi Se tB oni--vi:-am
The 2nd. 3rd and 4th padabhdgas are quite different. It seems that
these were controversial, because Abhinava too has chosen to com~
ment on the 2nd and 4th padabhagas. Sarngadeva, too, was probably
aware of the prevalence of another beat-structure for he comments

L
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{hat some held that the 8th beat was famya, the 12th a tala and the
16th a pravesa.%®

Bharata states that at the end of the $akha as well as the pratifakha
were the two talikas in ekakald paficapani.®® The §ira, too, was ren-
dered in the ekakald paitcapani 190 Bharata ascribes a repetition of the
talikas which he terms wupavartanal® After the completion of four
vastus, says Bharata, should be affected the nivrttayoga.l9® Abhinava
explains this as dvartana and says that it was formed in the padfica-
pani 19 Bharata does not mention the angas to be formed in the apa-
rantaka. Dattila, however, mentions the use of vivadha and ekalka 104

Ullopyaka—Bharata describes the ekakald mode as consisting of 2
gurus, 2 laghus and 1 guru at the end. The beats are famya and tala
rendered twice and sannipata at the end.10%

S S I S S
¢a ta Sa ta sam

Bharata does not describe the dvikala and catuskald modes and
simply says that these, can be described by the method mentioned ear-
lier but by Abhinava gives the prastdra of dvikala thus :108

S S 5 S S S S S
ni— Sa ni - ta Sa tA  ni ‘sam

For catugkala, Abhinava simply gives the beginning *d@ ni vi fa’ as
a clue, but does not give the entire structure. It is however given by
Sarngadeva thus ;107

T CEE e ST RS N B L R - A
A ni viSa a nivi ta 4 Sa vi ta 4 ni vi sam

It seems that 3 angas were formed in the matra 198 Bharata says
that in mukha is the vivadha (ahga) and pratimukha (consists of) vrtia,
thus 3 angas :109

After its three limbs are completed (angatraye’tite), should be the
vaihdyasika 119

ni vi Sa, ni vi ta, ni Sa ti, Sa ta (Sam)il?

As to the number of angas to be formed in the vaihayasika, Bha-
rata states that it must have at least one anga and at the most 6
angas112 In another place, he gives the maximum possible angas as
12.113 Sarngadeva enjoins the use of ekaka in the first anga of the
vaihayasika, and says that the rest were to be ekakas. 114
" After describing the vaihayasika, Bharata says that this is the
¢akha 115 Abhinava explains that the $akha here meant the vaihaya-
sika.118 Thereafter followed the pratisakha. This had the same beat-
structure as the former, but was rendered with different words.117

1t seems that there were four ways in which this gitaka could con-
clude. It could end in the matra itself or in the vaihayasika. 1f pro-
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longed then the conclusion was done by the antaharana -(the penulti-
mate conclusion) and the anta or the conclusion.118
The structure of the anta was a complex one. It had three angas,
each to be rendered in three different ways and various repetitions.
Abhinava notes that anga here did not denote varpdnga and was
something quite different.11® The three angas followed in this order :
sthita, pravrtta and mahajanika; and each was to be rendered in 3 ways
in the tryasra, catura$ra and misra talas.120
Bharata first mentions the yugma sthita 1?1 The beat-structure as
given by Samgadeva is thus 122
S S S S S S S S
ni Sa ni ta ni pra ni sam
Yugma Pravrttal?3
S S S S S S S S
fi= s dn s RtA el ta sam
There was a repetition at the end of pravrita. 124
The yugma and ayugma mahajanika had the same tala as their yug-
ma and ayugma sthita counterparts, but the former was also characte-
rised by the nivrrta tala.125 Abhinava explains that this denoted a repe-
tition at the end. 126
Ayugma Mode or Tryasra
Sthita (ayugma) —Abhinava gives the beat-structure as thus :127 ni
g§a ta pra ni sam. This is the same as dvikala cacaputah. except for a
difference in the fourth beat (which is $amya in dvikala cacaputah).
This beat structure corresponds to that given by Kallindtha and Sirh-
habhiipala, 128
Pravrtta (ayugma)—This was to be rendered with ekakald pafica-
pani and also consisted of a repetition 129
Mahajanika (ayugma)—This, as stated before, was to be like the
sthita (ayugma), but with a repetition,130
Misra—Bharata does not give the details of the third mode of anta
viz. misra 131 According to Abhinava mifra could be of various kinds
formed by various permutations and combinations of the 3 angas of
the anta (i.e. sthita, pravrita and mahdjanika) in their two possible
modes, yugma and ayugma.}32 Kallinatha gives the details of mifra.
He says that this could be formed in six ways133—
(1) yugma sthita yugma pravrtta ayugma mahajanika

(2) ayugma = ayugma 5 yugma o
(3) yugma R ayugma A ayugma %
(4) ayugma = yugma % yugma i
(5) yugma = ayugma i yugma v

(6) ayugma s yugma o ayugma i
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Angas—As to the angas which were to be formed in the anta. Bha-
rata names them to be ekakas and vivadhas. 134

He says that the sthita could have either one or two angas (yugma-
2, ayugma-1) so also the pravrita. Mahdjanika had one anga. Anta-
harana had three aigas 3 In fact, in wllopyaka as a whole, Bharata
gives a maximum of 20 and minimum of 6 angas :136

The prakari gitaka had six matrds and according to Bharata was
rendered only in the catuskald mode. It did not have any yathaksara
or dvikald modes 137

Sarngadeva gives the details of the catugkala :138
1st mdtra A ni vi pra, a ni vi pra, 4 ni vi pra, 4 ni vi éa
2nd matra a ni vi pra, a ni vi pra, @ ni vi pra, a ni vi ta
3rd matra a ni vi pra, a ni vi pra, & ni vi pra, a ni vi §a
4th matra a ni vi pra, @ ni vi pra, a ni vi ta, a ni vi éa
5th matra a ni vi pra. & ni vi #a, & ni vi pra, a ni vi $a
6th matra ni da ni 1a, ni ta ni $a, $a 14 ta §a, 14 $a ta sarm

The prakari consisted of either three and a half or four vastus. In
the former case, the gitaka was rendered as half a vastu in the begin-
ning and then the complete three vastus.13® In that half vastu was
rendered the upohana, 1n case of four vastus, the first vastu formed
the upohana 140

The giraka concluded with what has been termed sarharana by
Bharata. This had the same beat structure as the kanigtha asarita.14!

$a ta §a ta sam, ta da ta €a, 1a sam, ta $a ta éa ta sar

Since there are 17 beats here, Sarmgadeva says that the last (i.e.
sannipata) was.to dropped.1#2 According to Abhinava, the samharanas
could be formed in place of the sixth matra of the vastu which was
formed with the dvikald madraka. Alternately, it could also be formed
after the completion of the sixth mdtra of the vastu, and was like a
seventh matra outside the vasty. 143

Bharata states that the angas to be formed in the prakari were the
vivadha and ekaka 1% Abhinava says that the ekaka was formed in
the first three mdrras of the vastu and vivadha in the last three.145

Ovenaka—When fully formed ovenaka consisted of twelve limbs
viz. pada, sandhi, masaghata, vajra, sampistaka, caturasra, upavartana,
upapdta (also avapata), two pravenis, samharana and anta1%8 It could
also consist of only seven limbs in which case sampistaka, upapata,
two pravenis and wupavartana were omitted.147

Ovenaka— Ovenaka is described as having two pddas. Both had the
same structure as the apardntaka vastu, f.e. with six padabhagas or
twenty-four kalds. Bharata says that one pada was like the $akha of
the apardntaka and the second like its pratifakha.l4® According to
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Abhinava, fakha was the same thing as vastu. We also know that
both $akha and pratisdkha had the same beat-structure, and were the
same; the only difference was that they were rendered with different
words.

Thereafter was formed the $irsaka. Bharata calls it anitya.l4?
Abhinava explains this as optional, 150

Thereafter followed the mdsaghdta.} Abhinava says that it was of
primary importance in this gitaka.132 According to Sarngadeva it was
to be formed with dvikala uttaratala (i.e. paficapani), 153 but it was
slightly different. Sarmgadeva says that the second, third and fourth
(kalas, the dvikala paficapani i .c. pra, td, $a) were to be substituted by
$a ni t4.3%* The beat-structure would be thus :155

ni $a ni 1a, ni 1a ni $a, ta pra ni sam

Bharata prescribes vivadha anga in the masaghata. 156

The masaghata had an upavartana, which Bharata terms optional 157
Abhinava says that it was rendered in ekakald paiicapani.1®® Bharata
places the upavartana in the second half of the masaghata.15® According
to Abhinava,160 this was interpreted in two ways : (i) upavartana was
rendered with the same words as mdgaghdta but in double the speed,
(i.e. in 6 kalds) and could be either before or after the masaghdta; (ii)
the last 6 kalds of the mdsaghdta itself were enjoined as being formed
with the paiicapani, in case masaghdta occurred.

After upavartana came the sandhi which was formed with yathik-
sara paiicapani. 161

Sandhi was followed by the caturasraka. As the name indicates
catura$raka was rendered in yugma fala. Its structure and beat were
the same as yugma pravrita (see under ullopyaka). Bharata enjoins
the use of vivadha anga with the caturasraka. 162

Vajra, which had the same fala structure as sandhi, followed the
caturasraka. 193 Abhinava says that this was like a vajralepa, re-establi-
shing the tryasra tala which had been disturbed by the caturasraka.1%*

Next was the sampistaka. Bharata gives the beats in detail. “After
forming nigkrama as the first (beat), 3 famyds should be used, and
then 3 tdlas, thereafter Samya and tala, (again) famya and tdala and the
final (beat) is sannipata.”’165 The beat-structure of the sampistaka would
be thus : ni $a §a éa ta ta (A $a ta da ta sarn. Bharata states that only
when the ovenaka was a saptanga one (seven-limbed), did it have 12
kalas. The dvada$anga (twelve-limbed ovenaka) contained only 10, it
contained twelve. In the beginning of 10 kala structure, there were
only 2 famyds and 2 talas (instead of 3 famyas and 3 talas). Thus one
$amya and one tala were dropped to obtain a 10 kala structure,166

There seems to be an upavartana or repetition again which had the
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same structure as the vajra, says Bharata.167 Abhinava explains that the
words of the sampistaka only were rendered in ekakald paficapani. 158

Next followed the two pravenis, which had the angas, vivadha and
vrtta.1%9 Bharata states that the praveni could be formed either with
yathdkgsara paficapani or in its dvikald or mi$ra170 Abhinava explains
this to mean that the first praveni was in yathakgsara paficapani and the
second in dvikalal"* Misra could mean a combination of ekakala and
dvikala caccaputah.' Sarngadeva enumerates four options, viz. (i) both
(veni) and praveni could be rendered in yathakgara paiicapani; (ii) both
could be rendered in dvikala paiicapani; (iii) the first (venri) could be
rendered in yathaksara caccaputah and the second (praveni) in dvikala
caccaputah, and (iv) veni could be in yathiksaraa paiicapani and praveni
in dvikala. Sometimes at the end of the two pravenis there was an upa-
vartana)™ This was in yathaksara paiicapanil™ and was optional,
says Abhinava.l?

After pravenis came the avapdta. Bharata says that the beat struc-
ture consisted of the beats in the second pada.l”® Abhinava here says
that avapdata meant a 12 kala structure and not 24 kald one, like the
ovenaka pada. He interprets Bharata’s phrase “dvitiyapada’ as ‘dvitiyam
padasya’. He also gives an alternative interpretation taking dvitiya
to denote dvikala of the paficapani, in fact, 177

. Antaharana came just before the finale and was to be rendered as
the vajra i e., in ekakala paficapani}™ About the anta, Sangadeva says
that in the seven-limbed overaka it was of two types—in the yugma
and ayugma modes. In the twelve-limbed ovenaka it was of 3 types—
yugma, ayugma and misra 17

Rovindaka— Rovindaka consisted of 2 padas, formed with six (pari-
bhasika) matras each, in which there were 19 sounded beats or patas.180
Bharata does not give the complete prastara, but only clues to the fifth
and sixth matras. However, Sarmgadeval8l gives the structure of the
pada :

Ist matra amnivipraanivitaanivipraa niviéa
2nd matra ni vi pra a ni vi ta 4 ni vi pra a ni vi $a
3rd mdtra ni vi pra 4 ni vi td 4 ni vi pra a ni vi §a
4th matra anivipraa nivita a ni vi pra a ni vi fa
S5th matra a nivipraad nivitaanivipraa taviéa
6th matrad a da vi ta a ta vi fa 4 ta vi §a ta ni vi samh

The first eight kalas formed the upohana and there was a two kala
pratyupohana 182

The second pada had the same varna upohana as the first one.183
It was the same except that it was sung to different words. It seems
that vivadha and ekaka were formed in the padas. 18

o &
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Prastara was based upon varna. Bharata says that in this there
was varnanukarsana (or dragging of varnas) executed within 8 kalas.185
According to Abhinava, the varpa formed in the last 8 kalds of the
first pada was repeated in the first 8 kalas in the second pada, which
also formed in upohana.'8 Prasvara was also formed in the $arira 1%
This was of twelve kalds in dvikala paiicapani. 1t had a six kala upo-
dana and either vivadha or vrita anga 188

Finally after farira followed the Sirsaka, with which this gitaka
concluded. This was rendered in yathaksara paiicapani®® Ekaka and
pravrtta are the two angas formed in the Sirgaka 1% The catuskald
matra of the uttara was to be formed in the ullopyaka. The mukha and
pratimukha were also to be formed in the uttara.19

Next followed the §akha which was to be rendered with at least
six and at most with twelve afigas. Bharata says that the fakha here
should be the same as rovindaka. but without employing the syllable
a.192 Rovindaka does not seem to contain any fakha, but the syllable
was a typical feature of one of its elements termed the Sarira.1% It
seems that the fakha in uttara was to be formed like the farira in
rovindaka, but without the syllable a.1% Sakha was to be rendered in
dvikala paicapani}® The pratisakha was the same as §akha, but ren-
dered with different words.!9%

Bharata next mentions the §irsaka.l® Abhinava gives two views
as to its formation—2 firsakas—one at the end of the fakha and the
other at the end of the pratisakha Another view was that there was
only one firsaka.198

Bharata terms the anta a fixed one —‘niyato bhaver’ 19 Abhinava
says that according to Bharata it is fixed, but others like Dattila00
think that it is amiyata (not fixed). Sarngadeva says that amfa could
be rendered either as yugma, ayugma or misra, or it could even be
omitted.201

The saptariipa, as already mentioned, was a tala-cum-song structure.
The rala aspect has already been dealt with. As regards pada, the
saptariipa had a two-fold classification—kulaka and chedyaka®%* In
kulaka the padas conveyed only a single meaning (ekartham). Chedyaka
is said to be contrary to this—obviously the group of pddas here did
not convey a single meaning, but were split up to convey more than
one meaning, the different parts not being mutually related to each
other.203

Both kulaka and chedyaka were sub-divided into 3 types20*—nir-
yukta, padaniryukta and aniryukta.

‘Bhurata states that niryukta was to be formed with bahirgitas, an-
gas and $akhas2% Bahirgita meant a gita sung to meaningless
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words.20 According to Abhinava bahirgita here referred to wupohana
and pratyupohana.?"” Upohana meant the melodic prelude to a song,.208
Upohana consisted not of meaningful words but instead some typical
($ugkdksarasamanvitam) typical nonsensical syllables like jhantum, ja-
gatiya were employed in it. They could be rendered both in vocal and
instrumental music.29? Upohana was used in the first vastu. Pratyupo-
hana was used in vastus other than the first.210

Anga and fakha have been explained earlier.

Aniryukta was characterised by the absence of bahirgita and an-
gas.211  Abhinava explains that aniryukta consisted of only vastus and
$akhas and was devoid of upohanas and angas.2'2 This, in effect, would
mean that aniryukta was devoid of pada and consisted of only the tdla
structure.

The absence of bahirgitas was the characteristic feature of the
padaniryukta gitaka.2'® Abhinava says that the padaniryukta did not
contain the wupohana. This, then, would mean that the padaniryukta
gitaka consisted of only meaningful words®14 (since the upohana was to
consist of only meaningless words). Such a meaning is in fact sugges-
ted by its very name pdadaniryukta.

Footnotes

1 Dattilam enumerates only 7, not mentioning dhruva—Dattilam, 114,
2 NS, 31. 30-31
3 Ibid., 31. 32-34.
4 Ibid., 31. 37.
5-7 Dhruvo hastasya patah syacchotikika Sabdapiirvakah— SR, (Adyar,
ed), 5.9.
8 NS, 31.5.
9 Ibid., 31. 3-4.

10 1bid., 31. 7.

11 Ibid., 31. 8.

12 Kalam auruni yuiijita laghunyardha-kalam tathal
plute sardha-kalamevam bhava ekakalo vidhih//— Dattilam, 124-25.

13 NS, 31. 9.

14 Ibid., 31. 10. The last matra, though a guru here, has been ordained
pluta by Bharata to get one more matra so that it has 8 matras and
conforms to a tryasra structure. Abbreviations for these or for the
names of the matras have not been given by Bharata, but were in
use later. They have been used here for the sake of convenience
(abbreviations) : avapa=3a; nigkrama=ni; viksepa=vi; praveSa=
pra; Samya=S§; tala=1ta; sannipata=sam,

15 Ibid., 31. 11-13.
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Ibid., 31.11; also 31.15,

Ibid., 31. 13-14.

Ibid., 31.17.

SR, 5. 23; also Dattilam, 127.

NS, 31. 17-19. The first and last guru have been ordained as pluta
by Bharata.

Ibid., 31. 62-63; also ibid., 31.20.

Ibid., 31.21.

Gurupaiicagrahanat paiicapanipadar sannipatabhedeneti tavata mat-
rabhidhane asannipata-nivamo labdhal tena ta samh ta sam ta tala-
syaiva bhedah—AB, l.c.; samh here is obviously a scribal error for sa.
NS, 31. 22.

Ibid., 31. 33.

Ibid., 31. 24-25.

Ibid., 31. 52. NS, 28. 19 has the term padamarga. Dattila terms
this matra as matrd by paribhasa (Dattilam, 931), possibly to dis-
tinguish it from other types of mdrrd. For further detail see Lath,
A Study of Dattilam, pp. 330,

NS, 31. 41-43; also SR, 5. 30.

NS, 31. 44-46; SR, 5. 31.

NS, 31. 47-50; SR, l.c.

SR.5:32.

NS, 28. 18-20.

Cf. Dattilam, 138.

NS, 32. 17.

Vidari is defined as the gita khanda i.e. a sub-section of a melody.
As ‘S’ eclucidates, ‘‘vidari is that which divides either the tonal
content or the verbal content of a melody and is thereby two-fold,
viz. gita vidari, i.e. a melodic divisor or a pada vidari i.e. a verbal
divisor (SR, 1, p. 183). R.K. Shringy and Premlata Sharma, Sas-
gitaratnakara of Sarigadeva, p. 283, fn. 2

AB ad NS, lc.

AB on NS, 31. 192

NS, 31. 190-91.

NS, 31. 192, Verse 217 of Ch. 31 of the Asiatic Society ed. of the
NS says that the vivadha, ekaka and vrtta are to end in the nydsa,
apanydsa and ams$a. Cf. Dattilam, 144; SR, 5. 77.

NS, 31. 152,

NS (Asiatic Society ed.) 31. 212. Dattila characterises the three
classes of vivadha as sama, madhyama and visama—Dattilam, 148-49,
These related to the resemblance (as regards svara, varna and pada)
between the two vidari divisions. Sama and madhyama correspon-
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ded to complete and partial resemblance and the third to dissimi-
larity—Lath, M., 4 Study of Dattilam, pp. 358-59.

42 NS, 31. 195.

43 Ibid., 31. 196-97; also AB ad NS, l.c. See also NS, 31. 192.

44 Ibid., 31. 372.

45 Gitavarnanam sthayyadinam vadye caksarandm jhantukatakathadiném
sambandhinaimm—AB, p. 284,

46 L.c.

47 L.c. Abhinava quotes Dattila equating pani with tala. Also Kala-
nidhi on SR, 5.28. -Sarmgadeva and later theorists speak of the
three grahas viz., sama, atita and andgata in the same sense as the
three panis—SR, 5. 50.

48 NS, 31. 373-75. AB, pp. 284-25.

49 Tatra yatikalavibhagena varndalamkaraniyamena layaganakriya-vifeso
gitiriti samanyalaksanam—AB, Ch. 29, p. 93. Cf. SR, 1. 8. 14,
where Sarigadeva follows closely Abhinava’s definition of giti.
See also Premlata Sharma’s detailed discussion of giti—Sangita-
ratnakara of Sarigadeva, pp. 376-80.

50 Gitisabdena svaranam padanam ca yak parasparamasrayibhavah sa
prthag gitih—AB, p. 92.

51 NS, 29. 46.

52 AB, p. 23.

53 Cf. SR, 1.8.18. Sarngadeva seems to be echoing Abhinava’s words.
He gives two forms of the ardha-magadhi giti.

54 NS, 29. 47.

55 Ibid., 29. 48.

56 NS, 31. 69.

57 Ibid., 31. 55-59; also SR, 5. 183.

58 SR, 5. 184.

59 NS, 31. 96; also AB on NS, 31. 96.

60 Ibid., 31. 97; Abhinava explains that there were to be 3 khandas
or parts each constituted by dvikala paficapani; only in the first
part, the first 3 kalas (i.e. ni, pra, ta) were to be left out—dvikala-
pafcapanitrayadadyakalatrayamapasya trayah khandah karaniyah.

61 NS, 31. 175-85.

62 Ibid., 31. 188.

63 Ibid., 31. 88.

64 Ibid., 31. 89; upohana was the melodic prelude preceding a song
and was to be rendered in the initial kalds of the first vastu. Con-
ventional sets of syllables without any meaning were to be used in
the upohana.

65 Prathamam paicapanestu Sarirasanjiaya pradhanyabhinayabhiiyast-

»
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66

67
68

69
70
71
72
73
74
75
76
77

78

79

80

81

vam sarvathaiva tanmayibhavat, dvitiye tu yathd panau samharana-
riipatvam—AB on NS, 31. 87-89.
The asarita-cum-kandika relationship has been shown by a chart.
The similarity with the asdrita-cum-pindibandha chart (Ch. 6) may
be noticed. Bharata, too, says that this (dsarita-kandika structure)
was used for pindibandha dancing—NS, 31. 87.
NS, 31. 131-32.
In the first kandika the kanigtha asarita was to be used but, it seems,
not in its entirety.
Prathamam kandikam krtva balatalaprayojitam/
antimardhakalahinam kuryadevarm kanisthakam|| — NS, 31. 81,
i.e., the first kandika is to be formed by using the bala-tala
and depleting the latter half of the kanistha dsarita. Now the
kanistha asarita had 17 kalds. How many kalas were to be in the
latter half and how many did the bala-tdla consist of 7 Bharata
later answers the question—balarh navakalam jieyam (ibid., 31.155;
also ibid.. 31. 99) i.e., bala implies 9 kalds. Thus only 9 kalds of
the kanistha asarita were to be taken and the latter omitted.

NS, 31. 132; also NS, 31, 140,
Ibid., 31. 82; AB on NS 31. 82.
NS, 31. 133.

Ibid., 31. 85. AB on NS, 31. 85.
NS§, 31.133.

Ibid.. 31. 86. AB on NS, 31. 86.
NS, 31. 133.

Ibid., 31. 156.

Gitakadau talabhagasyaiva pradhanyam— AB, p. 54 on NS, 28. 95-
97. Sarvegim gitandam talasyaiva hi mukhyata, BB, 8. 2; also SR, 5.
53,

NS 31.200-01.

Dattila also adds that it was formed with 3 madtrds (paribhasiki)
trimatram vastu—Dattilam 161. NS. 31. 201.

N§, 31. 230-34. Abhinava (4B, ibid ) and following him Sarnga-
deva (SR, 5. 77) have the same prastdra except that the seventh
beat is a famya (Bharata ordains that the sixth and seventh beats
should be tala).

SR, 5. 77. Bharata enjoins that the yathdksara as also the catus-
kala madraka were to have the §irsakain catuskala paficapani, but
the dvikald madraka was to have the $irsaka in dvikala paficapani
(NS, 31.238-39). Abhinava gives this as well as another mode too
viz. ekakala, dvikala catuskald madraka were to have ekakala, dvi-
kala, catuskala paiicapani, $irsakas AB on NS, 31, 239. Saragadeva
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seems to follow Bharata’s injunction in part and since his exposi-
tion is a coherent one, we have followed his description.

SR, 5. 78-79.

Ll

NS, 31. 236; SR, 5.87. Cf. Dattilam, 161-167; also S. Raj., 2. 4, 1.
98-100.

NS, 31. 237-38,

SR, 5 87.

NS, 31. 193.

NS, 31. 247; also AB on NS, 31. 252; SR, 5. 89.

NS, 31. 202; also AB, ibid.

AB ad NS. 31. 252. SR, 5. 89-91.

AB ad NS, 31. 243; SR, 5. 95.

SR, 5. 95-97.

Ibid., 5. 99.

NS, 31. 251; also AB, ibid.

AB ad NS, 31. 245,

AB ad NS, 31. 251. Cf. Dattilam, 172-73.

SR, 5. 103-04.

L.c.

NS, 31. 249-50.

Ibid., 31. 248. Sarngadeva puts the talika and the $ira (he calls it
$irsaka) after each $akha and pratisakha in all 3 margas—ekakala,
dvikala, catuskala.

NS, 31. 250.

NS, 31. 248.

AB, ibid.

Dattilam, 179.

NS, 31. 252; also SR, 5. 128.

AB ad NS, 31. 254; also SR, 5. 129.

SR, 5. 130.

NS, 31. 254; also NS. 31. 223,

Ibid., 31. 225. AB ad NS, 31. 225.

NS, 31.254,

AB ad NS, 31. 256-57. Sar has to be jotted down which must have
been a scribal lapse; see SR, 5. 130-31.

N§. 31, 223,

Ibid., 31. 255.

SR, 5. 114.

NS, 31. 257.

AB ad NS, 31. 256-57.

NS, 31. 257.
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118 Ibid., 31. 258-59; AB ad NS, 31. 259; also SR, 5. 133.

119 Atra yat pravyttamuktam na tu varndngariapam—AB on NS, 31. 265.

120 NS, 31. 260.

121 NS, 31. 261.

122 SR, chart at the end of 5. 133 (on p. 79).

123 L.c. Abhinava gives the some prastara, except for the third beat
which he erroneously terms a tala. AB ad NS, 31. 263.

124 NS, 31. 264.

125 L.c.

126 NS, 31. 264.

127 AB ad NS, 31. 268.

128 Ayugmasthitam yatha—sadguriin likhitva tadadho nifatd pranian
likkhet—Kalanidhi, p. 82. Tatra sthite caturthak prave$ah anyat dvi-
kalacacaputavat.—Sangitasudhakara on SR, 5. 131-33.

129 N, 31.269; 4B ad NS, 31. 269.

130 NS, 31.270; AB ad NS, 31. 270.

131 NS, 31. 271.

132 Ibid., 31. 271.

133 Kalanidhi, p. 82.

134 NS, 31. 271.

135 Ibid., 31. 272-73.

136 Ibid., 31. 221.

137 Ibid, 31. 275-76.

138 SR, 5. 142.

139 NS, 31. 280.

140 AB ad NS, 31. 280; SR. 5. 134-36.

141 NS, 31. 281.

142 SR, 5. 142.

143 Esa ca matrd dvaikala-madrakatdiah sasthamatrasthane karyeti kecit.
Anye tvayastuni saptamyaiveyam madtreti manyante.—AB on NS,
31. 281; also SR, 5. 137-38.

144 NS, 31. 193.

145 Vivadhaikake tisrsu matrasu vibhajyate—AB ad NS, 31. 193,

146 NS, 31. 207-10.

147 Ibid., 31. 210.

148 Ibid., 31. 281-82,

149 1bid., 31. 282,

150 AB, ibid., 31. 282.

151 Magsaghdta evatra pradhanam, AB ad NS, 31. 207.

152 NS, 31. 283.

153 SR, 5. 149.

154 Ibid., 5. 161; also, dvitiyatritiyacaturthak parvam pratasa uktah iha
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fanita kartavya iti—Kalanidhi on SR, 5. 161-62.

Kalanidhi, 0.95.

NS, 31. 235.

L.

Tatra caikakalak paicapanitalah—AB on NS, 31. 286.

NS, 31. 285.

AB ad NS, 31. 284-86.

NS, 31. 286.

Ibid., 31. 287.

Ibid., 31. 288.

AB ad NS, 31. 288.

NS, 31. 289-90; also SR, 5. 162.

NS, 31. 288; also NS, 31. 291; also §amyayastalasya ca yat tritva-
muktam tadapasdrya dvitam karyam, AB on NS, 31. 291,

This is a little peculiar because the 12 limbed overaka was a com-
plete one with all limbs. However, in the seven-limbed ovenaka 5
elements were omitted of which the sampistaka was one. Therefore
in no case could the seven-limbed ovenaka consist of a 12 kala

« sampistaka.

AB ad NS, 31. 292.

NS, 31.292.

Ibid., 31. 293,

Tatradyayastalal paiicapaniryathaksarah. Aparasyak sa eva dvikalah
yadi va misra iti. Ekakaladvikalacancataputasamudayariipe iti lak-
syate— AB on NS, 31.293. However, if both the pravenis were in
the same fala, they could be distinguished by the fact that the anga
in the first was vivadha, whereas it was vrtta in the second—nanu
yadi dvayorapi talastulyastada ko visesa ityaha prayoga’ngavaSanuga
iti. Adyayam vivadho'nyasyam ca vritamityangabhedabheda iti ya-
vat. L.c.

So as to distinguish the two pravenis clearly, Sarngadeva terms
them veni and praveni, SR, 5. 144.

Ibid., 5. 153-55.

NS, 31.294.

Paksikam bhedantaramapyaha—AB on NS, 31.294. The word
‘kadacit® too suggests an option (NS, 31. 294).

NS, 31. 295.

Sambandhe dvikala-paficapanitala eva labhyata iti—AB on NS, 31.
295.

NS, 31. 295.

SR, p. 95.

Ibid.,-31. 296.
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181 Chart after SR, 5. 174.

182 NS, 31. 299.

183 Ibid., 31. 301; also ibid., 31. 204.

184 SR, 5. 165: NS 31. 300.

185 NS, 31. 300. Varna was of 4 types—sthdyi, saficari, arohi ovaroh.

186 Varnasya gitivarnasya gitilaksanasyanukarsat pratyanayanapratyd-
saty@ prapya padantyamatraparyantan kalasiaka-nivigiasya dvitiya-
padaprathama-matradyakalatmakopohanatmani punaryojanar so'nya
itara gitakasadharanak prasvaro namangarm. prakargena svarundm
sabdasyeti. Samanvatvam hiti trigitdbhavati prathamapadasyante
dvitiyasyadyantayoriti— AB on NS, 31. 300.

187 NS, 31. 301.

188 Ibid., 31. 302-04.

189 NS, 31. 305.

190 Ibid., 31. 306.

191 Ibid., 31. 307-08.

192 Ibid., 31. 309.

193 NS, 3. 304; AB, ibid.

194 Abhinava says that the pratisakha, (which was the same as $akha)
was based upon the Sarira of the rovindaka—evambhiitaiva prati-
$alkhanya-pada, atra ca rovindakanantaryacchariratvamupajivyata
iti. ABon NS, 31.310-11. Sarngadeva states that the varndiiga of
the $akha is the same as in Sarira, but the Syllable a is excluded—
akaravarjam $akhayam gitangarm Sariravat. SR, 5. 178.

195 Anantaram dvada$abhik kalabhih $akha-tatra patah saducyante. Tas-
yam tu tri (dvi) kalastala iti kald dvadasakalena prakaranam dvikalah
paiicapiniraksiptah—AB ad NS, 31. 310-11.

196 NS, 31. 311.

197 Ibid., 31. 312.

198 Asyeti $akhaprati$akhampasyanta iti pratisakhayah samaptau. Madh-
ya iti $akha-pratisakhe. Antara$irsakamiti Sirsakadvayam anye tveka-
meva $irsakam tatha karyam yatha....'nte madhye ca krtam bhavatiti
vyacakgate, tena Sakhante Sirsakam karyamityuktam bhavati—AB
on NS, 31. 312, Sarngadeva held that the Sirsaka was formed bet-
ween the fakha and pratisakha. SR, 5. 175-6.

199 NS, 31. 312.

200 AB ad NS, 31. 312.

201 SR, 5.177.

202 The original text has ‘chedyaka’ not ‘bhedyaka’. 1t has been read
as bhedyaka by editor, since the AB has this term. But at another
place (4B on N§, 32. 27). Abhinava has used the term ‘chedya’.
Dattila and Sarngadeva, too, use the term ‘chedyaka’. Hence it
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seems more appropriate to use the term chedyaka. Perhaps bhed-
Yaka, used by Abhinava, was a variant name of the same term.
Ibid., l.c. As regards kulaka, Abhinava says that it either conveyed
a single meaning or a co-ordinated meaning with different parts
mutually related—ekarthaparasparanvitarthavastvangayuktam kula-
kar viparitam bhedyakam— AB on NS, 31. 321.

NS, 31. 322.

Ibid., 31. 323,

Compare with the present-day farana.
Bahirgitenopohanapratyupohanatmana—AB ad NS, 31. 323.

NS, 31. 138.

On the vind, meaningless syllables like jhantum etc., formed the
bases of making different strokes. 4B ad NS, 34. 33.

AB ad NS, 31. 230-34.

NS, 31. 323.

Nih$esa svardpayogadvastusakhamdtra-rapamupohanantairangaisca
hinamaniryuktam— AB on NS, 31. 323,

NS$, 31. 324.

Upohanaireva hinah padaniryuktam, arthapratitinibandhanapari-
flesatayogat—AB on NS, 31. 324.



Chapter 11

Musical Instruments

Tata Vadya or Stringed Instruments

In the very first verse of the twenty-eighth chapter of the section
on music in the NS, Bharata mentions a four-fold classification of
musical instruments viz. tata (cordophones), avanaddha (membranopho-
nes). ghana (idiophones) and sugira (areophones).! Tatam tantrikrtam,?
says Bharata, i.e. tata vadya are stringed instruments like the vind.
Amongst the ancient Indian instruments, the vina occupies the place
of importance in gandharva music.3 Tana, Sruti, Suska, vrtti etc., were
all basically elements of vina playing. Though these could be rendered
by the fariri vina, yet they were more convenient and more appro-
priate to the daravi vina. Abhinava’s remarks on them are highly in-
teresting.?

The Vedic age had a number of virds like the godha, kandavina,®
aghati® or apaghatalika, picchola, karkarika,” tambalavind,® talukavina,
alabu, kapisirsni,? etc. The vina was however, the most important. It
is mentioned in the Vedic texts as well as the Aranyakas and the Sifras.
A big vina was called bana or vana and it is said that it had 100 strings
made of muija grass.)? According to the Baudhayana Srauta Sitra it
was constructed of audumbara wood and the resonator was covered
with the hairy hide of an ox. The danda had ten holes into each of
which were threaded ten strings of mufija grass, thus making a total
of hundred of these. Of these 33 were fixed by the adhvaryu, 33 by the
hota, 33 by the udgata, and one by the grhapati or the yajamana
The vana was struck with a venu kanda, i.e. a piece of bamboo.12

Whether the vina was harp-shaped or lute-shaped is a debatable
point. Scholars like Mukund Lath, B.C. Deva etc., are of the view
that the tuning process described by Bharata and Dattila suggests that
the vind of their times belonged to the harp group.1?

The two vinds of Bharata’s time were the citra vipa and the vipaii.i.
The former was seven-stringed and was played with fingers and the
latter was nine-stringed and was played with a kona or plectrum—
saptatantri bhaveccitra vipaiici tu bhavennava konavadya vipafici sydc-
citra cangulivadana}* The citra vipa and the vipaiici were the chief
vinas, whereas others like kacchapi, ghosaka etc. were subsidiary, says
Bharatal5 The saptatantri vipd is quite an ancient one since it has
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been mentioned in the Jatakas too. The Guttila Jataka mentions the
saptatantri vind. Jaina texts mention a number of musical instruments.
The nifithasitra refers to a list of 35 musical instruments of the four
classes of tata, vitata, ghana and jhusira1® The seven-stringed vind
and vipafici are mentioned in the epics.1? Bhdasa mentions a vind which
was nine-stringed and played with a plectrum. He, however, does not
term it as vipadici, but names it as ghosavati.18 Suidraka too refers to
the seven-holed flute and seven-stringed vina.l® It is clear that the
seven and the nine stringed vinds were quite popular.

A number of meaningless songs like afravana, arambha, vakrapani
etc. were rendered during the pirvaranga. The vina occupied the pri-
mary place here since the bahirgita compositions were rendered by
making various strokes or karanas on the vina and a sequence of these
karanas was termed as dhatu.20 According to Bharata such music was
rendered on the citra@ vind by playing appropriate dhatus alongwith
guru and laghu aksaras, varnas and alamkaras. Defining dhatu Abhi-
nava says that the collection of the svaras that are produced by stri-
king the vina (strings) in a specific manner, is called dhatu 21 Four
types of dhatus (on the basis of striking the string by the finger or
plectrum and on the basis of karanas) have been enumerated by Bha-
rata viz. vistara. karana, aviddha, vyafijana.22 Each of these was fur-
ther divided into sub-classes. Vistara dhatu was based on the number
of strokes to be executed and had four sub-classes, viz., sashghataja,
samavdyaja, vistaraja and anubandha.®® Vistaraja is the karana produ-
ced by striking the string twice®* and thrice respectively.23 Appro-
priate combinations of these were called anubandha.®® On the basis
of the strokes made on the upper end (uitara-mukha) or the lower
end (ddhara) of the vina, the sammghdtaja and the samavdyaja had four
and eight types respectively.2” The bow-shaped harp gave notes in an
ascending scale when played downwards from the top, as the length
of the string gradually decreased as one proceeded downwards. The
upper strings gave the mandra notes whereas the lower strings which
were shorter in length gave the fdra notes. In the human body the
contrary is true, the mandra notes being produced from the chest and
tara from the head. Sarngadeva clearly explains uttara and adhdra as
meaning mandra and tara respectively—atrottaradharau jiieyau mand-
ratarau svarau kramat 28

The four types of sammghdtaja were :29

(i) Dviruttara i.e. two strokes on the string on the wttara mukha or
two strokes on the mandra string.

(i) Dviradhara—two strokes on the lower string or two strokes on
the tdara strings.
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(iii) Adharadiscottaravasanasca : first a stroke on the lower string
(i.e. a stroke producing a high note) and then a stroke on the higher
string (i.e. a stroke giving a lower note).

(iv) Uttaradi-adhdravasana : contrary to the above.

Similarly samavayaja had eight types30—

(i ) Triruttara : three strokes on the uttara mukha (mandra notes).

(ii ) Triradhara : three strokes on the lower strings (i.e. tara
notes).

(iii ) Dvirddharottaranta : two strokes on the lower strings and
one on the upper strings (i.e. two high notes and one lower
note).

(iv) Dviruttarddharanta : two strokes on the upper strings, one
stroke on the lower.

( v) Uttaramukha-dviradhdra : Sarngadeva terms this as wuttardadi-
dviradhara,3' Kallinatha explains this as mandram sakrducc-
arya tdra$ca dviruccdrane uttaradidviradharau,3? i.e. one stroke
on the upper strings (producing a mandra note) and two stro-
kes on the lower strings (producing a rdra note).

(iv) Dviruttaravasana : this meant two strokes on the upper str-
ings and one on the lower.

(vii ) Madhyottara dviradhara : when uttara is in the middle,
Sarmgadeva terms this madhyottaradviradhara.3® Kallinatha
gives the details by saying “madhyastho mandro yayok: evam-
vidhautarau uecdrayet tara madhyamandratard uccaryante etc.;
tada madhyottaradviradharak,”3* i.e. first a stroke on the
lower string (producing a rdra note) then a stroke on the
upper string (producing a mandra note) and finally a stroke
on the lower string again or three strokes that produce a
mandra note between two fdra notes.

(viii) Dviruttara-ddharamadhya : two strokes on the upper strings
and one stroke in between on a lower string i.e. three strokes
which would produce a tdra note between two mandra notes.

Thus the vistara class of dhatus totalled to fourteen types3®—vista-
raja 1; saighataja 4; samavayaja 8; and anubandha 1—total 14.

Karana and aviddha dhatus were dependent not only on the number
of strokes being made but also their time span, i.e. on whether they
were gurvaksaras or whether they were laghus and also the particular
sequence of gurus and laghus.3® Karana dhatu was of five types, viz.,
ribhita, uccaya, niribhita (Sangadeva has nirabhita) hlada and anuban-
dha3? A characteristic of the karana dhatu was that its last syllable
was a guru (gurvantah syat karanadhatuh)®® and the rest by implication
were laghus. The number of strokes of the first four i.e. ribhita, ucca-
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ya, niribhita and hlada are given as 9, 5, 7 and 9.39 This would mean
that ribhita had 2 laghus and a final guru; uccaya consisting of five
strokes had 4 laghus and a final guru; niribhita with 7 strokes consisted
of 6 laghus and a final guru; hlada with strokes consisted of 8 laghus
and a final guru. Anubandha was produced by combination of all
types.40

Aviddha dhatu consisted of the following five types : ksepa, pluta,
atipata, atikirna and anubandha. The first four consisted of 2, 3, 4 and
9 strokes?! respectively and the fifth was made of the combination of
the first four. The details have not been given by in the N§ but are,
however, found in the SR which comes to our aid here :

ksepa :*2 laghu, guru, guru.

pluta :*3 laghu, guru, laghu.

atipata :* laghu, guru, laghu, guru.

atikirna %5 laghu-guru, laghu-guru, laghu-guru, laghu-guru.

anubandha : appropriate combinations of the above.

Sarngadeva also records an alternate view (apare) where the first
four types of aviddha (ksepa etc.) consisted of 2, 3, 4 and 9 Jaghus
respectively.46

The first three classes of dhatus i.e. vistara, karana and aviddha are
based on the number of strokes played, their time span, their variety
etc. Vyafijana dhatu depended on the fingers and hands, i.e. which fin-
ger or fingers were to strike the strings.4? Since this was used to exe-
cute the strokes of the other three dhatus, vyaiijana was termed as
sarvadhatuka, and it had 10 sub-classes.18

Puspa : “kanisthangusthaka samyuktam’® touching a string, simulta-
neously with the little finger and thumb.50

Kalam : angugthabhyam samam tantryoh sparfanam® — touching two
strings32 simultaneously with two thumbs Having pressed the string
with the left thumb.53 strike with the right one.5¢

Niskotitam : savyangutshapraharastu.. %5 i.e. striking the string with
the right thumb. Abhinava adds the opinion of his teacher that ‘strik-
ing on the upper and lower parts such a complex stroke (is nigkoti-
tam)'—drdhvodarahananena kutilo’yam praharati nirvacanabaladityupa-
dhyavah® Sarngadeva, too, suggests the same idea. but the stroke,
however. is rendered with the left, and not with the right thumb—
vamangusthena tiirdhvaghato nigkotitam matam.5?

Unmygsta : praharo vamatarjanya 58 striking with the left forefinger.

Repha : Sarvangulisama ksepo rephak. Sama ksepa suggests that
repha is a single stroke on the string with all the fingers.5? Sarngadeva,
however, says that it is striking a single note (i.e. a single string) one by
one with each finger—rephastvekasvaro ghato kramatsaryangulikrtah.%0
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Anusvanita : talasthane dhastantrinamanusvanitamucyate 81 Having
executed the tala movement resounding the strings by a descending
stroke.52 :

Bindu : gurvaksarakyta tantri®®—a guru aksara stroke on a single
string.* Abhinava says that guru-aksara here means striking a single
string for a long time—gurvaksara vilambitakata ekasyameva tantryam
prahara ityarthah.%5

Avamysta : kanigthangusthakabhyam tu daksinabhyamadhomukham.¢
Three strokes on (three) strings with the little finger of the right hand
and both the thumbs facing downwards.

Anubandha : combinations of all.

These four dhatus were classified into four basic ‘types’ which Bha-
rata terms as jatis here. Thus the vistara dhatu belonged by nature to
uddhata jati—perhaps because of its comprehensive nature—uddhata-
tvat®? (it had fourteen lesser divisions). Vyaiijana dhatu belonged to the
lalita jari.$8 Abhinava says that this was because of the graceful stro-
kes — saukumaryat pravyogasya.8® He, in fact, even quotes two exam-
ples of it from Sr1 Harsa’s plays viz. Ndgananda, 1.14, and Priyadar-
gika, 3.10. Aviddha dhatu belonged to the ribhita jati which was proli-
fic in laghus.? Many rapid laghu strokes would perhaps convey a
mood of agitation or tension; it is perhaps because of this that Abhi-
nava comments that this jati was used to convey fighting, warfare and
violence, as also backbiting and cleverness.”! Karana dhatu belonged
to ghana jati which consisted both of gurus and laghus.?

What was the relation of instrumental playing to vocal music ?
The three vritis described by Bharata illustrate the relationship. Thus
says Bharata (29.71) : tisrastu vrttayascitradaksina vrtrisamjiiitah vadya-
gitobhayaguna nirdistasta yathakramam. Abhinava explains the concept
of vrtti thus : the concept of vrtti illustrates the relationship, primary
or secondary, between vadya and gita (i.e. whether the song being sung
is primary and accompanying instrument secondary or vice-versa).’
In citrd vriti, vadya or instrument is primary. Here the instrumental
melody does not heed the vocal music (i.e. it does not strictly follow
it) but instead creates a wonderous effect (though according to pres-
cribed rules) quite independent of the melody being sung. The vrizi
termed dakgina is quite the opposite, where vocal music dominates
the instrumental melody. Vrrti is where both vocal and instrumental
music are in equal balace.”* Thus, vriti was the general concept illus-
trating the relationship between the gita or song and vadya or the ins-
trument being played with it. Its actual implementation we find in the
three styles of instrumental playing. viz. tattva, anugata and ogha.” In
the taftva style instrumental playing adhered completely to the laya,
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tala, varna, pada, vati, gita, aksara etc., of the song being sung.?® This
would mean that in fattva song was dominant and that instrumental
playing here had only the role of accompanying the vocal melody in
all its details. Thus, tattva would be related to the daksina vreti. That
which follows the song (gitam tu yadanugacchati) is anugata, says Bha-
rata.” This, then would seem to be the same as fattva. Abhinava,
however, clarifies that instrumental playing here only partly follows
the vocal melody. For instance, the instrument can be played in
madhya laya, even though the song being sung is in vilambita laya, or
two syllables of the vocal melody could be rendered in three or four
strokes on the instrument etc.—anugacchati na sarvam tadriipamanuha-
ratyapi tu kiicidyatha vilambitepi laye nanam prayogam madhye karoti,
‘devamiti’ varnadvaye giyamane tricaturan praharan karati.’ Anugata
was related to-the vrtti mode. In the ogha style the instrumental me-
lody seems to be independent of the vocal music (anapeksitagitartham
vadyam tvoghe).”™ The instrumental music did not conform to the
structure of the song-form, for instance, by not heeding the vidari
divisions etc.—gitam (tasya) ca yo'rthe (rthah) pravrttirvidarilaksano
vicchedah sonapekgito yatra. Gitavidarigvapyavicchittimiti yavat. Ata
evaugha ivaughah ® This style was characterised by the tala-melody-
stress termed uparipani, a fast tempo, and was prolific in aviddha dhatus
(sequence of rapid, light strokes).8! Thus, this seems to be skilled
instrumental playing for its own sake rather than for accompaniment
and consisted of rapid strokes on the strings in fast speed.82 This rela-
ted to citrd vriti.

Both the citra and vipaici were the popular vinds of Bharata’s time.
Now, in a performance what was the relationship between the two ?
It has been mentioned that the citra was the chief vina and that the
vipafici was the subsidiary one. Bharata gives information about how
they are to be played together, but it is Abhinava, however, who pro-
vides the details.83 Ripa : In this, the vind is played in dviguna laya
or doubled speed. and the strokes are of guru-laghu sequence.8* While
the mukhya vina is thus played the vipadici plays two laghus ins-
tead of one guru (which is played on the citra) and two drutas (this
seems to be a few interval smaller than the laghu) instead of one laghu.
Thus the two vinds display a charming harmony.8% Pratikrta 86 Here
the vipaiici follows faithfully the strokes being played on the main
vind, and is almost its echo. Abhinava gives the analogy of the image
of an object and its reflection.’? Pratibheda : 1t is like the riipa, except
that the (eitra) vina and vipaiici are played simultaneously. Abhinava
adds that it does not refer to the differentiation of notes according to
a fixed programme.®® Ripasesa :3% When the playing of the chief vina
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comes to rest say, during a vidari pause etc. 99 but the vipaiici continues
to be played, it is termed as riipadesa. Ogha : This is characterised by
uparipdni and aviddha karanas, says Bharata.9! Abhinava states that
ogha is the playing of vipaici in very fast tempo.®?

Pratifuska : This is the playing on a single string.®8 Abhinava
qualifies by saying that it is the playing of vipaiici on a single string in
such a way that a wonderful diversity is created. The string is amfa-
samydadini. He also cites another opinion according to which it is the
playing of pratifuska pada or meaningless words.® 1In these karanas
which combine the use of different vinas, we may discern the dim per-
ception of the principle of harmony. From Abhinava’s comments it is
clear that sometimes the different vinds played different notes and
sometimes a differentiation was created on the same string.

Susira Vadya

The flute was the chief sugira vadya (aerophonic musical instru-
ment) of ancient India. Vedic literature mentions the venu. However,
there are frequent references to the nadi® and the rinava, as also the
sugira-vadyas called the $amkha or conch-shell 96 The latter was a part
of the musical ensemble of Vedic rites and the flutist was one of the
persons said to have been sacrificed during the purusamedha ceremony
(described in chapter 30 of the V&jasaneyl-samhit& of the Sukla Yajur-
veda). Sitra literature also refers to the nadi and tinava; the Jatakas
and other Sramanic literature refers to venu97 Henceforth the venu is
mentioned prolifically. Indeed, the Jaina texts mention a number of
aerophonic instruments : famkha, sunga Samkhiya, kharamulkhi, pariti
ete. The Nisithacirni mentions the natika and describes it as made
from the jointless portion of the bamboo reed (vamfa); it was also
known as murali or flute.98 The flute of Bharata’s time also was cons=
tructed of bamboo—atodyam sugiram nama jieyam vamsagatam budh-
aih,®® says Bharata. Unlike Abhinava and $arngadeva, he does not
mention the flute being made of any other material. Abhinava com=
ments thus : ““Matanga muni etc. used bamboo, constructed flutes to
please §iva in devotion. Hence it is known as vam$a.” 190 This shows
that till Matanga’s time, who definitely flourished after Bharata, flutes
were invariably constructed of bamboo. By Abhinava’s time it seems ‘J
that the construction of flute was not limited just to bamboo, but
other materials too were used. Thus Abhinava says : “Thus it has been |
said that since it was originally created in bamboo, it is known asi
vam$a. The vama are (also made of) khadira10 silver, bronze and .
gold.”102 By §arngadeva’s time flutes were constructed even out of
ivory, sandalwood, etc.103

Bharata gives the technique of playing the seven notes; they wer
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to be played according to the $ruti divisions of two, three and four,
i.e. the seven notes of the octave when played on the flute were classi-
fied into three viz. dvisrutika notes, trisrutika notes and catu$§rutika
notes. These in turn, were to be placed by three techniques involving
the placing of fingers on the holes of the flute. Thus when the hole
was left completely free (i.e. no finger was placed to cover it), catus-
§rutika notes were obtained, when a trembling finger was placed on it,
trisrutika notes were got and when the finger partially closed the hole
dvisrutika notes were obtained 104

The terms fattva, anugata and ogha are applied to tata and avanad-
dha vadya and are important as they serve to show that they were used
not for accompaniment, but could be played relatively independently of
the vocalist.19 The flute, however, it seems was used just for accom-
paniment; its task was to faithfully follow the vocal melody. Indeed,
the flute player was to play in concord with the vocalist as also the
vina-player, states Bharata 1% This quality is termed raktaguna by
Narada.107

The chapter on sugira vadya in the NS is a brief one, consisting of
only thirteen versese. Some more information, however, can be gleaned
from the commentary of Abhinava. From Abhinava’s description it
seems that the flute had seven holes for the notes;!98 apart from this
there were two others viz. one for the mouth and the other at the
opposite end. However, only the seven holes that were bored were
relevant for the notes. Thus states Abhinava : ‘‘Here the sound of the
notes arises from the holes which are utilised for obtaining the notes,
there are altogether nine holes here. The hole for the mouth and a
Jast hole, being those which fill or are filled, and are used for entrance
or obstruction of the breath from the mouth, (these) being the holes
of the reed are not used for the division of the svaras. The seven
(holes) divide the notes.”109
Avanaddha and Ghana Vadya

Percussion instruments have been classified into two basic catego-
ries by Bharata—avanaddha and ghana1'® The former are membrano-
phonic instruments or skin vibrators in which the sound waves are
due to the vibrations of a stretched skin or membrane when struck.
The latter or ghana are idiophonic instruments or self-vibrators ie,
instruments of solid substance, which owing to their elastic nature
have a sonority of their own, which is emitted in waves when they are
struck.

The description of the pauskara instruments (which is a further
name for avanaddha)'l in the NS is according to the tradition of sage
Svati. states Bharata.11? In fact, Bharata attributes their very origin
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to this sage, and an interesting story is related in this context.113

Miydanga, panava and dardara are the primary paugkara vadya—mr-
daigo dardara$caiva panavascangasamjnitah,\1% and bheri, pataha, dun-
dubhi etc. are secondary avanaddha instruments. Due to the extensive-
ness of their surtace and its slackness, they do not produce the deep
and resonant sound as do the tri-puskara-vadya.11®

Midangas'® were of three shapes viz. (i) haritiki or shaped like
myrobalan; (i) yava or shaped like a barley grain; and (iii) gopuccha-
riipa or shaped liked a cow’s tail. The three varieties of mrdanga were
alingya, ankika and @rdhvaka, which had the shapes of gopuccha, hari-
tiki and yava respectively.1\? Aikika mrdanga was of the measure of
3.5 talas and its face (which was covered with hide)!18 was of 12 fingers.
Trdhvaka was of the measure of 4 talas with its face of 14 fingers.119
Alingya was of the measure of 3 talas and its face measured 8 fingers.

The length of the panava was of the measure of 16 fingers. Its face
was of the measure of 5 fingers.120 The girth of the middle part was
not much, being only angular which made its appearance rather thin
and elongated (krsakara)}?! Its lips (rims) measured 1% angulas (adh-
yardha). In the middle there was a hollow diameter of 4 angulas,}*®
which had 3 strings.123 This speciality of the panava is thus stated in
the NS by Bharata : tantribhik panavam caivamithapohavisaradah 124
Again, he says, tantribhik panavam nahyet 125 Abhinava explains by
saying. fatastribhirbadhniyat 1?6 Bharata uses the term fankdrah while
discussing the stroke on the panava, and this sounds distinctly like the
stroke made on a string.127 At another place he says—panava antas-
tantriko 128—panava is fitted with strings inside. What he refers to
here is the hollow with the strings. Again, he says—tantripanavadau
tatamsavaditi 129

Dardaral3® had the appearance of a water-pot or ghata, and was
of the measure of 12 fingers. Its face measured 9 fingers, and had thick
lips (rims). Abhinava says that it was like a huge water-pot—dardaro
mahaghatakarah. 13!

The term tripugkara has been mentioned frequently in the puskara-
dhyaya of the NS. Whether Bharata’s tripuskara denoted a single drum
with three faces (left, right and middle) or whether there were 3 drums
played together is the question to be considered.132 Ancient Indian
sculptures show both the forms. Bharhut sculpture (2nd cent. B.C.)
shows a drummer where two drums can be discerned clearly —one lying
obliquely on the lap and the other in an upright position. An Amara-
vati sculpture shows three mydanga type drums, two uprights, and one
lying obliguely behind. South Indian sculptures depict a single drum
with 3 faces. At the Nataraja temple at Cidambaram, thus, its faces
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are to the left, to the right and to the centre. The temple of Kalle-
§vara at Aralagupee (Mysore) has a drum with three faces, all facing
upwards. 133

It may be noted that the Bharhut and Amaravati sculptures are
much earlier while the Cidambaram temple is very much later in
date. It is our suggestion that the drum with three faces in one is
a later development and a fusion of the earlier three separate drums.
In fact, the tripuskara of the NS too seems to be three separate drums
played together (and not a single drum with 3 faces) and thus would
support the above hypothesis. The one to the left was the alingaka
(probably close to the body as the name suggests, perhaps embraced
by the arm), the one in the middle was kept upright and called #@rdha-
vaka. To its right was the dnkika which was kept horizontally, perhaps
a little obliquely on the 1ap.13% In verses 277-78 of the NS these three
are clearly called puskaratrayam.135

While discussing mdrjana, pariharas, mdrgas etc. (various techni-
ques pertaining to pugkara vadya) in the 34th chapter of the NS§, Bha-
rata speaks of vamaka. sayyaka and drdhvaka. or vama-puskara and
daksina-pugkara. A close perusal of the text shows that they are men-
tioned as distinct entities, not as faces of a single vadya. For instance,
when drdhvaka and vamaka are mentioned together, they are either
joined by the conjunction ‘ca’ or put in the dual number. In verse 119
Bharata says that note in the mayiri mdrjana are gandhdara in the
vamaka, sadja in the daksina puskara and madhyama in the @rdhvaka.13®

Abhinava, while discussing the mayiri marjana, distinctly defines
vama puskara and daksina puskara as alingaka and ankika—gandharo
vame alingake, dakgina ankike, sadjah wrdhvake paficamah. Elsewhere
too, he uses alingamarjana as synonymous with vamaka marjana— alin-
gasammadrjanadutthita marjanam (nd) Sabdavacyam gandharam.137

The ankika myrdanga is termed dvipuskara by Bharata. He also says
that its right face was pressed by the heel to get the sound of kaka-
ra.138 A lot of interesting information can be gleaned from this.
Firstly, that the ankika mrdanga itself had 2 faces, a right face and a
left one. Secondly, it was placed on the lap a little obliquely3? to the
right, since its right face lay towards the heel and was even pressed by
it. Abhinava, commenting on the above passage, says —dvipuskare dvi-
mukhe iikika iti. 1% While discussing the 16 syllables to be played on
the tripuskara he states that the right puskara has two faces, to the
right and to the left. It has the mark of yava and hence called ankika
(actually it had the mark of haritiki). Its right face had 6 varnas,
the left had 3. Urdhvaka was known thus because it was more than a
couple of talas, being four talas (it was higher than dlingaka and dankika
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which were only 3 and 3.5 talas each). It had 2 varpas. The alingaka
(i.e. the vama pugkara the daksina puskara and @rdhvaka have already
been discussed) had 5 varnas. Thus 16 varnpas in all'¥1—9 varnas (of
ankika)-+2 varnas (of drdhvaka)+5 varnas (of alingaka)=16 varnas.
This discussion leaves no room for doubt that there were 3 different
drums, not 3 faces of a single drum.

While discussing the four margas also, Bharata alludes to the an-
kika, ardhvaka and dlingya as the three pugkaras. In the addita marga
strokes are made on the dnkika mrdanga; in the dlipta marga strokes
are made on the drdhvaka and vamaka; in the gomukhi strokes are
made on all the pugkaras with the alingaka the karanas being the most
prolific.142 Finally, being the most prolific, as already stated before in
verses 277-78, alingaka, ankika and d@rdhvaka have been called puskara
trapam by Bharata, and these three were three varieties of the mrdanga
(not 3 faces of a single drum). In this context, it may be noted that
Sarngadeva considers tripuskara as synonymous with mrdaiga. 113

The various aspects of pauskara vadya like modes of playing, diffe-
rent styles, techniques of plastering the drums with clay etc., are des-
cribed in detail by Bharata.

Sixteen akgaras : The 16 aksaras were ka, kha, ga, gha ta, tha, da,
dha, ta, tha, da, dha, ma, ra, la, ha.1# These were rendered on drums
by variously formed strokes with the hands and fingers; some were
played on the right side of the paugkara vadya and some on the left.
These 16 aksaras'*> were further combined with consonants i.e. with
each other and some vowels a, @, i, u, e, 0o, au resulting in a large
variety of what we would now term bols (something like our present
day dhina, na, kit, kat, tirkit, tu, na etc.). Complex conjuncts like
dhru. dron, klev etc., were played with both the hands.1%8

The four margas of the puskara drums were alipta, addita, gomukha
and vitasta. There were four different styles of playing the pugkara
vadyal*" These depended on the variant ways of making strokes, and
the variety of addita marga was characterised by prolific strokes on
the ankika mrdaoiiga. The alipta marga was characterised by strokes on
vamaka and drdhvaka 148 Vitasta involved the drdhvaka and ankika.
Abhinava defines virasta thus : where on the @rdhvaka and on the dak-
sina mukha or right face of the ankika the striking is done with great
speed on account of the excess of rasa in words. He also quotes the
opinion of some that in striking the hand is extended only for a
span.149 Strokes on all the puskaras. with the karanas on the alingaka
being the most prolific, was the gomukhi marga 150

Trimarjand : Marjana was the proper application of clay on
the faces of the dvipuskaras suited for the purpose of tuning it to the

RS b
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desired sthayi notes.’51 The three modes of mdrjana were mayiri, ar-
dhamayiri and kdarmaravi %2 In vamaka puskara, duksina puskaral®3
and d@rdhvaka the standing notes were respectively as follows!34—in
(madhyamagrama) mayiri : gandhara, sadja and paicama 3 In (sadja-
grama) ardhamayiri : sadja rsabha and dhaivata. In (grama sadharana)
karmaravi 18 rsabha, sadja and paficama.

These three marjands apparently related to three different gra-
mas. 157 Notes were also tuned with the help of slackness and tension
of strings and by piercing of hides to produce notes of these kinds.158

Lepanal®d consists of the actual procedure of plastering the fripus-
kara faces with earth. What sort of earth is suitable for /epana ? Bha-
rata gives the answer by saying that the earth should have no gravel,
sand, grass and husks of straw; it should not stick, should not be
white alkaline, pungent, yellow, sour or bitter.

Blackish earth from a river bank, which is fine after giving out
water, should be used. When this is not available, then a mixture of
wheat flour and barley flour may be used. This, however. is only a
substitute, for it gives a monotonous sound.15? Satkarana : Where the
action of different instruments is mixed, that is karana.l®0 Karanas are
like varna harmonies, where different percussion instruments are pla-
yed together sounding different instruments in version. Six karanas
have been enumerated by Bharata viz. riipa, krtapratikrta, pratibheda,
rupafega, ogha and pratifukla.'® Ripa : The trial duration of the var-
nas are divided into shorter units. Thus while the tune on the mrdanga
is divided into units of two gurus it is elsewhere matched by the dis-
cussion into units of Jaghus %2 For example, dem gham-2 gurus (mat-
ched by) kitima is played on all three puskaras193 Pratibheda : Where
the three pugkaras are played simultaneously, but with different kara-
nas. %% Ripafesa : When the mrdanga player stops playing, but the
pause is filled up by the playing of the panava.165

Pratisukla : Pratifukla, (it 1s pratisugka in the commentary), says
Bharata, is synonymous with anusvdara or echo. This leads one to sur-
mise that the original term may have been ‘pratiSrutka’ which means
‘echo’. This would also explain the confusion of names. Here the pla-
ying of the mrdanga was echoed by that of the dardara and panava.16

Ogha : This was the playing of all the avanaddha instruments in
fast tempo.167

Triyati, trilaya and tripani have been described in the chapter on
tala.

Trigata thus indicated three types of song and instrument har-
mony. Tatrva : The instrument followed the words (akgarasadr§amva-
dyam)168 and the metre (vrttasamam)189 of the song. Abhinava states :
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tattva gitam sarvatha anugatam. He further states :170 in the anugata,
the instrument also has equal importance because its movements are
freely diversified.1™* Ogha : Instrument is dominant here. It is charac-
terised by diverse karanas, uparipani, fast tempo, and is prolific in
aviddha karanas.1™ The three gatas (trigata) illustrated the relationship
between song and instrument. Bharata enumerates eight types of equa-
tions (astasamya) between song and instrument.178

(i) Aksarasamam :17* This relates to similarity of syllables in song
and instrument. Abhinava explains that song and instrument have the
same succession of long and short syllables.17®

(ii) Angasamam 176 Where there is a similarity between the parts
of the developing song and playing of the notes of the instrument,
that is angasamam. In other words, there is similarity in the patterning
of parts.

(iii) Talasamam :177 This relates to similarity of patas between song
and instrument.

(iv) Layayatisamam :178 This relates to similarity in /aya and yati
between song and instrument.

(v) Grahasamam 179 Where there is an equation in the graha or
the starting note and the song and instrument.

(vi) Nyasasamam :180 Relates to similarity of nydsa in song and
instrument.

(vii) Apanyasasamam 181 Relates to similarity of apanyasa.

(viii) Panisamam :182 Relates to similarity of the 3 panis.

This ‘astasdmya’ seems to relate to the gata termed tattva where
there was complete harmony between the vocal melody song and the
instrument being played.

Tripracdra : These are three modes of striking with the hand the
face of the drums. These are samapracara, visamapracara, and sama-
visamapracdra. 183

Samapracara : Striking the left drum with the left hand and ifs
right with the right hand respectively is samapracdra.'®* Thus is per-
formed in the alipta marga®s which consists of vamordhvakaprahdra,
i.e. strokes on the left drum (alingaka) and on the @rdhvaka which is
to its right. Here probably the vamaka is struck with the left hand
and the drdhvaka which is to its right (...daksinordhvake capi kar-
yah)188 is struck with the right hand—irdhvakenapi dakgina eva hastah
karyah.187

Trisarmyoga :188 The combinations are the playing of laghu syllables,
of dirgha syllables and of both short and long together.

The union of laya, yati and pani gave birth to three types of ins-
trumental playing, viz. raddha, viddha and sayyagata :189
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Laya Yati Pani
Raddha druta sama uparipani
Viddha madhya srotogata samapani
Sayyagata sthita gopuccha ardhapani

Paiicapaniprahata and triprahdra'®® were to play various ‘bols’ on
the percussion instrument by striking with various parts of the palm.
These were the paiicapaniprahata, viz. samapani, ardhapani, ardhardha-
pani, par$vapani and pradeSinyahata. The contact of the drum and the
palm was of three types and termed nigrhita (palm fully in contact
with the face of the drum), ardhanigrhita (palm only partially in con-
tact) and mukta (no contact). 19! Samapani : Striking the palm fully open
and hence in full contact with the drum face (nigrhita). Ardhapani :
Striking with only half the palm, hence ardhanigrhita. Ardhardhapani :
Striking with half of half the palm, (i.e. the region of the palm base,
near the wrist).

Twenty Alamkaras : Bharata mentions 20 almikaras ! Just as
alamkaras embellish vocal notes, so do these twenty alarkaras embel-
lish the playing of percussion instruments. These are cifra, sama, vi-
bhakta, chinna, chinna viddha, viddha vadyasamsraya, anusrta, prativid-
yuta, ekariipa, niyamanvitah, sacikrtah, samalekha, citralekha, savya-
samavaya and drdha 193
(i) Citra 19* Characterised by various types of karanas which are clear

and distinct; possible in all the three panis.

(ii) Sama ;195 Characterised by the karanas of dardara, panava and
myrdanga. Bharata also connects the venu or flute with this
alamkara.

(iii) Vibhakta 9 Abhinava defines it by saying ‘where there are clear
divisions in the aksara pani’ etc.

(iv) Chinna :197 The instrument (percussion) being played in fast tem-
po abruptly stops. Abhinava explains that “Even though the
vina and others keep playing, the mrdanga suddenly stops pla-
ying;»lss

(v) Chinnaviddha 299 In mrdaiga there is avapani and in panava upari-
pani.

(vi) Viddha :290 First the mydanga is played and then panava is played
in succession characterised by strange sounding karanas.

(vii) Vadyasaimsraya :2* Where the instrument depends on the song,
says Abhinava, characterised by samapani.20?

(viii) Anusrto :208 Where the panava follows the muraja or the dardara
follows the panava.

(ix) Pratividyuta 29 Muraja, panava and dardara follow one another
in succession in slow tempo.2%
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(x) Durga :296 Pertains to all four madrgas, characterised by visama
pracdra and indistinct syllables of the pada.

(xi) Avakirna :297 Muraja and panava are played together, but the pla-
ying of panava overshadows the former.

(xii) Ardhavakirnaka :298 Panava or dardara begins with fast tempo
and is characterised by avapani svara-tdla synchronisation.

(xiii) Pariksipta :20° Here the playing of panava has primacy, over-
shadowing the mrdanga which is played rarely, characterised
by distinct syllables.

(xiv) Ekariipa :219 All the instruments play one karana.

(xv) Niyamanvita 211 Where the pauses are the same in the song and
instrument.

(xvi) Sdcikrta :212 Where any one of the instruments i.e. muraja, pa-
nava, dardara (murajapanavadardarasyanyatamena, AB on NS,
34, 208) plays with various karanas.

(xvii) Samalekha :213 Where the muraja, which is to be played by upa-
ripani, is preceded by panava or dardara.

(xviii) Citralekha :2\* Where mrdanga, panava, dardara, all are played
in diverse karanas.

(xix) Samvayita 215 Characterised by diverse karanas and applicable
in all four margas and all three panis.

(xx) Drdha :218 Characterised by madhya-laya or middling tempo and
well made syllables.

These alamkaras are prescribed in the gati-pracdra or gita in accor-
dance with rasa and bhava.217
Eighteen Jatis : These are the following, viz. Suddhe, pugkarakarana,

visama, viskambhita, ekariipa, parsnisama, paryasta, samavigamakria,

avakirna, paryavasana, ucchitika, samyukta, sampluta, maharambha, vi-

gatakrama, vigalita, vaficitika and ekavadya.®'8 Each jati was characte-

rised by a particular sequence of ‘bols’ or karanas, margas and prakdras

constituted by laya, yati and pdni. 1t also had its particular place and

function in the dhruvas; different sequence of karanas were played to

indicate the gaits of different types of characters. These were also

characterised by different rasas.
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Amongst other avanaddhas are included pataha, dindima and hud-
duka. Mardala seems a later development as it has not been mentioned
by Bharata; but it was known to Abhinava. Sarngadeva discusses it
in detail 248

The muraja is referred to as early as the Jatakas, the Mahabharata
and the Ramdyana. It has also been referred to by Kalidasa.24? Muraja
has been defined as "a kind of drum or tabor’.250 From Bharata’s des-
cription, it seems that the muraja was kept upright and beaten with a
stick—murajastiirdhvakaranadatodyam todanadapi.?5!

The dundubhi of sage Sviti, says Bharata, was on the pattern of
the divine dundubhi 252 The only difference between the divine and
terrestrial dundubhi was that the former did not have stretched leather
for reasons of auspiciousness, explains Abhinava.253

Sarngadeva has described it as being created of mango wood,
having a large body, thundering and emitting a loud sound like that
of a cloud. The belly was of kdansya (bronze), the face covered with
leather and was without the surrounding ring or valaya. It was struck
with a kona or plectrum of hardened leather. It was bound with lea-
ther straps on all sides.25¢

Bheri was used on auspicious occasions of victory, festivals,255
and in temples. As a well-known avanaddha vadya it is mentioned
in the NS. Sarngadeva gives the following description—"‘the body
is constructed of copper and its length is vitastitraya. 1t has two
faces, each of fourteen fingers and consisting of valaya (a ring on
the periphery of the face) each covered with leather which was punc-
tured to form a hole on each side. A rope passed through these and
was probably tied in the middle. The left face was struck by the hand
and the right with a kona or striker. It produced the sound of tamkadra,
(this is usually the sound emitted when hitting a metallic surface)
which was deep and terrifying to enemies.”256

Footnotes

1 NS.28. 1.

2 Ibid , 28. 2; ibid., 28.8.

3 The vina is often referred to as the ddravi vina or the wooden lute
in contrast to the $ariri vina or the human voice (NS, 28.12). Com-
menting on this Abhinava says that this is because of the importa-
nce of vind. which has already been mentioned before—dvyadhisi-
hanah svara vainah Sarlra$ceti—AB on NS, 28. 11-12. Moreover.
he says, daravi vind, (though) produced out of wood is of the na-
ture of the divine voice (daruno patyam vina vagriipa bhagavati-ti
daravi—AB on NS, 28. 13-14).
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4 ABon NS, 28, 13-15.

5 Ava svarati gargaro godhd pari sanisyanat pinga pari caniskadadin-
draya brahmodyatdm— Rg., 8. 69. 9. The godha vina was probably
covered with godha (iguana) skin. The Aitareya Aranyaka (5. 1. 5)
refers to the yajamana paini playing the bhiimidundubhi and kanda-
vind. Both the godha and kanda vind are mentioned in the Sitras :
godhavinah kandavina$ca patnyo vadayanti—Katyayana Srauta
Siitra, 13. 3. 21. The kandavind was so called as it was made of
reed or arrow— kandam farah tanmayyo vinah. Vrtti, Le.

6 Aghatibhiriva dhavayannaranyanirmahiyate—Rg., 10. 146. 2.

7 Aghati and karkari are often referred to—Aghatibhik piccholabhih
karkatikabhirityudgatdaram patnyah paryupavisanti—Baudhdyana Sr-
auta Sitra, 16. 21. A yatraghatah karkaryah samvadanti—Atharva-
veda, 13. 4, 5. Commenting on this Sayana states : ahanyahani
vadyamanah karkaryak vadyaviSesah samvadanti yugmanvritanugu-
nyena samanam dhvananti. The karkarika or the karkari may have
had the karkari fruit as a resonator.

8 Patnya upagdyanti apaghatalikastambalavinah picchola iti — Apasta-
mba Srauta Sitra, 21. 17. 16.

9 Upagayanti patnyopaghatalikas tdlukavinah kandavinah picchola
alabu kapifirsniti—Hiranyake$i Srauta Sitra, 16. 6. 21.

10 Vanah $atatanturbhavati Satdyuh purusak Satendriya dayugyevendriye
pratitisthanti — Taittiriya Samhita, 7. 5. 9. 2. Cf. Katyayana Srauta
Sitra, 13. 3. 25-27. Prsthyopakaranam banena Satatantund, mauviija-
stantavah. Vaitasamvadanam; audumbarimudgata sandimarohatyad-
atte vanom fatatantum— Baudhdyana Srauta Satra, 16. 20-21.5.

11 Baudhayana Srauta Sitra, 23. 11. 28.

12 Vagbhadramiti triparvotkatasalakaya venukandena vetasakdandena va
vanam samvadya tena mahendrastotramupakaroti udgati— Apastam-
ba Srauta Siitra, 21. 18. 6.

13 Lath, Mukund, 4 Study of Dattilam, p. 252, Deva, B.C., The Mu-
sic of India, pp. 65-66.

14 NS, 29.118. Abhinava refers to the vina being twenty-one stringed,
vinatyekavimsatitantrikai—AB on NS, 38. 3-5. However, nowhere
does Bharata speak of a twenty-one stringed vind. Abhinava seems
to be referring to the mattakokila of later times. Sarngadeva men-
tions these three separately (SR. 6.9). He refers to the citrd being
seven-stringed and the vipafici being nine-stringed and of the two
being played with the fingers and plectrum respectively (ibid., 6.
10. 11). The mattakokila, however, was the chief vind of his times,
being twenty-one stringed and all three octaves could be obtained
on it (ibid., 6. 112-13).
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15 NS, 34. 14, The ghogaka is explained by Sarngadeva as the ekatan-
tri vind, or the vind with one string—egso'pi janakah prokto ghoga-
kascaikatantrikah, SR, 6. 109.

16 Nifithasitra (Rajkot, 1969), XVII. 253-56 and Ciirni. pp. 396-98.

17 Saptatantinvitanvand ydajaka yamupasate— Mahabhdrata, Dronapar-
va, 85. 18. (Gita Press ed., Vol. Il, p. 559). Vipafici parigrhyanya
nivatd nrtya$alini —Ramayana, Sundarakanda, 10. 40-41.

18 Navayogam ghosavatimh krtva $ighramanayo—Svapnavasavadaitd, 6.
Hastena srastakonena krtamaka-savaditam—ibid , 5. 6.

19 Vams$am vadayami saptacchidram vindm vadayami saptatantrim na-
dantim—Mrycchakatikam, 5. 11.

20 NS, 29. 79-83.

21 .........vindvadyasvariipamiti dhatavah. Prahdravisegajanydh svarah.
Tatsamudayopi janyam$akalpamano dhatuh—AB on NS, 29. 50.

22 NS, 29. 50.

23 Ibid., 29, 51.

24 Evamekaprahdrabhavo vistarajah—XKallinatha on SR, 6. 135-36.

25 Ibid., 29. 52.

26 Anubandhastu jileyo vydsasamdsdcca niyatamegam hi—ibid., 29. 58.
Abhinava explains this as the combination of the different types
(i.e. vistdraja, samghdtaja samavayaja). Vyaso’ bheddndrr misratvena
prayogah—AB on NS, 29. 58.

27 NS, 53.54.

28 SR, 6. 137. Kallinatha says—Atra, vindyam uttarasvaro mandro,
adharasvarastdra ityanena vaiparityam darfitam bhavati farire hi
adharo mandrah uttarastdra iti dragtavyam. Tatropapatiimdha-uttard-
dhardghdatam hiti hi; yasmatkdrandt uttaratantrighdto mandra-svara-
sya nigpddakah adharatantrighdatastarasvarasyetyarthah. Kallinatha
on SR, 6. 137-41.

29 NS, 29. 55; cf. SR, 6. 140-41.

30 NS, 29. 56-57; SR, 6. 142-47.

31 SR, 6. 145.

32 Kallindtha on SR, 6. 142-47.

33 SR, 6. 146.

34 Kalliniatha on SR, 6. 142-47.

35 NS, 29. 58.

36 Laghugurvatmakairghataif karanaviddhayok guru. This would seem
to give kriyak a heavy stroke and laghu, SR, 6. 148, a light stroke.

37 NS, 29. 59.

38 NS, 29. 60.

3% Le.

40 SR, 6. 149-50.
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NS, 29. 62.

42 SR, 6. 151-53

43

44

45

46
47
48
49
50

51
52

53
54

35
56
57
58
59
60
61
62
63
64
65
66
67
68
69
70
A

Cf. laghugurulaghubhih plutah; iti plutah—Kallinatha on SR. 6.
151-53.

Cf. dviruccaritabhydam laghugurubhyam atipatak : ityatipdtah—Kalli-
nitha on SR, 6. 151-53.

Caturvaram laghugurii uccaryante laghuratikirnak ityatikirnah—
Kallindatha on SR, 6. 151-53.

SR, 6. 153 and Kallinatha on it.

Arngulibhedamatrena vyaijanastadbhidham bruve— SR, 6. 154.

NS, 29. 69.

Ibid., 29. 64.

Angusthabhyam kaniyasya tantrirekd nihanyate yugapadyatra tatpus-
pamabhilesuh puratanah—SR, 6. 154.

NS§, 29. 64,

‘Tantryok’ is in the dual number denoting two strings, each struck
by a thumb. Thus Abhinavagupta has ‘angusthabhydm samarn
tantrydn tu’ (ntryostu) nandsthanasvara (rah) tantridvayam ye yuga-
pajjanyah—AB on NS, 29. 64. Cf. also ekasvaram yada nandstha-
nakam tantrikadvayam angusthabhydmekakale nihanti syatkalamh
tadi—SR, 6. 155-56.

NS, 29. 65.

Vémenangusthena tantrit pidayitva daksinena hanyaditi talam—AB
on NS, 29. 65.

NS, 29. 65.

AB on NS, 29. 65.

SR, 6. 159.

NS, 29. 66.

Le.

SR, 6. 158.

NS, 29. 67.

Talam krtvavarohena ghato'nusvanitammatam—SR, 6. 158.

NS, 29. 67.

Bindurekatra tantryam syatpraharo gurunadakrt—SR, 6. 157.

AB on NS, 29. 67.

NS, 29. 68.

Ibid., 29. 74.

Lie.

AB on NS, 29. 73-76.

NS, 29. 75.

Ribhi(phi)éca katthanayuddha (ninda)-hithsanadaregu (himsadanesu)
pathyate. .........yuddhadavapi ca caturyayoga evacitah—AB on NS,
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72
73
74
15
76

i
78
19
80
81
82
83

84
85
86
87

88
89
90

91
92

93
94

95

96

29. 73-76.

NS, 29. 75.

Ibid., 29. 71.

AB on NS, 29. 71.

NS, 29. 76.

Ibid., 29.77. Thus states Abhinava—etacca samastam gitam vindya-
méakyaprayogam svarapada-tala-nisthitaprapaficam darfayati.. .tena
tathavidhagitena saha samavayah sammelandsa tattvakhyo vadyavi-
dhih—AB on NS, 29. 77.

NS§, 29. 77.

AB on NS, 29. 77-78. Cf. SR, 6. 173-74.

NS, 29. 78.

AB on NS, 29. 77-78.

NS, 29.78.

Compare modern jhaala on the sitar.

Tena vipaiicyo vadye vadyante yanyuktaribhitadikaranamukhya vina
vadyoparafijakani vadanavaicitryani tani buddha (dhva) dhvamiti
sambandhah —AB on NS, 29. 112.

NS, 29. 114.

ABon NS, 29. 114.

NS, 29. 114.

Tadvadeva anu pascad yadyu (du) cvate tatsamakalar tada (tha) krte
sati tatpratibimkataya pratikrtamiti— AB on NS, 29. 114.

AB on NS, 29. 115.

NS, 29. 116.

Yada tu vainiko ksane vidariva$acchedam karoti tada chidre vaipaii-
cike yada tadripasesam— AB on NS, 29. 116.

NS, 29. 116.

Atidruto vaipaficikaprayogah sa oghah—AB on NS, 29. 116.

NS, 29.115.

Tadeva punarvaicitryam vaipaficiko yadekasydmeva tantryamamsa-
samvadinyam al-patadi karoti tada (prati$ugka). PratiSuskapadasyai-
savasthetyanve— AB on NS, 29. 115

The nadi was used to propitiate lord Yama. fyamasya dhamyate
nadirayam girbhih pariskrtah—Rgveda, 10. 135.7. Sayana explains
this as a special sort of flute. Iyam nadik vadyaviseso venuk dham-
yate vadyate yadvé naditi vaim$anama iyam stutiriipa vak. Perhaps
it was a kind of reed flute ?

Mahase vinavadam, krofaya tanavadhmam, avarasparaya, Samkha-
dhmam anandaya talavam—Taittiriya Brahmana, 3. 4.13-15. It
seems that this r@rava was constructed of wood. There is an inte-
resting tale which says that Vagdevi or the goddess of speech
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being annoyed with the devatas entered the trees, plantations etc.
Thenceforth goddess Vagadevi sounds in the dundubhi, tinava or
vind.

Rayapaseniya Sutta, number 64. Nifithasitra. p. 398. Kharamulkhi
was the same as kdahala; its frontal portion made of wood was sha-
ped like the mouth of an ass. Pariti was an instrument made by
joining together two pieces of hollow sticks and its mouth had
only one opening. It was blown like a fankha and it produced three
different sounds simultaneously.

Naliya tti apavud bhavati, sapana loye ‘murali’ bhinpati— NiSitha-
-cdirgi, 1, p. 84.

NS, 30.1.

Yaméatodyamiti piarvam bhagvanmahe$vararadhanasadhanam matai-

gamuni-prabhrtibhirvenunirmitam tato vamsa iti prasiddham—AB on
NS, 30. 1.

The Dictionary defines khadira as the name of a tree; it gives the
botanical name of the tree as Acacia Catechu—Apte’s Practical
Sanskrit English Dictionary, p. 391. Thus here khadira implies the
wood of the khadira tree. Cf. Sarngadeva who, while discussing
the eka-tantri vina, says that its beam was made of khadirawood —
SR, 6. 29.

Tatha coktam : vamse srsté vada pirvam vam$asamjié tu vainavi
vamS$astu tu khadiro raupyah kamsyajo va sa kaiicanah—AB, IV, p.
139. Abhinava includes iron too. At another place he says—
vam$aprakararapam (loha) khadiraderapi samgrahah—AB on NS,
30; AB, 1V, p. 140.

SR, 6. 425, Kallinatha explains dantah as gajadanta-nirmitah
i.e. made of ivory.

NS, 30. 2.

Ibid., 30. 5.

Ibid , 30. 10.

Naradiya $iksa, 1. 3. 2.

Siidraka, who is placed in the early Christian era, in his Mrcchaka-
tika, refers to a flute having seven holes vam§ah—vaday ami saptach-
hidram vinam vadayami saptatantrim nadantim—Mycchakatikam,
5. 11. It is possible that Bharata's flute consisted of seven holes,
since he flourished somewhere about the same time.

AB on NS, 302.

NS, 28. 2.

L.c. puskara or avanaddha vadya are also referred to as bhanda by
Bharata.

NS, 34. 2.
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113

114
115
116

117
118
119
120
121
122
123
124
125
126
127
128
129
130
131
132

The legend runs something like this—Once, when the sage Svati
had gone to a lake to fetch water, Pakasasana (Indra) by sending
great torrents of rain commenced to make the world a vast ocean.
Torrents of water, falling with the force of wind made clear sounds
on the lotus leaves in the lake. The sage heard these sounds in
great wonder and observed that the high, medium and low sounds
on the lotus-leaves were deep, sweet and pleasing. These sounds
inspired him to the creation of pugkara vadya. He then returned
to his hermitage and created the mydaiga, panava and dardara with
the help of Viévakarma. On the pattern of the divine dundubhi, he
created the muraja, the alingya and the drdhvaka ankika—ibid.,
234. 4-10. Perhaps some text on puskara-vadya written by sage
Svati were known to Bharata. However, no such text is extant
NOw.

NS$, 34. 15; also NS, 34. 35.

Ibid., 34. 26; see also NS, 34. 15.

NS, 34. 254. The earliest references to it are found in the Manava
Grhya Sitra, Kathaka Grhya Sitra, ArthaSatra, Mahabharata, Ré&-
mayana and Tripitaka—Deva, loc. cit., p. 89.

Ibid., 34, 255.

Ibid., 34. 256.

Ibid., 34. 257.

Ibid., 34. 258.

Ibid., 34. 259.

Ibid., 34. 260.

See fn. 17.

NS, 34. 12,

Ibid., 34. 270.

AB on NS, 34. 270.

NS, 34. 82.

AB on NS, 28.

AB on NS, 34. 1-3.

NS, 34. 261-62. Musical Instruments of India, p. 77.

AB on NS, 28.

G.H. Tarlekar quotes Raghavan’s view according to whom fripus-
kara is a drum with 3 faces. While discussing the 3 marjanas he
relates the notes to the ‘left face of the drum’, the ‘right face of
the drum’ and the ‘upper face of the drum’. Just after that, how-
ever, he gives the view of Abhinava and Nanyadeva relating notes
to 3 separate drums viz. alingya, ankika and @rdhvaka. (Tarlekar,
G.H., Studies in the Natya$astra, p. 165-67). B.C. Deva (Musical
Instruments of India, p. 97), however, says : ““Some scholars are of
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the opinion that the pugkara-traya (three drums) referred to by Kali-
dasa and earlier by Bharata, was an instrument with three heads;
they are also of the view that such drums were also bhdndavadya
(pot-drum), though we have seen earlier while discussing the my-
darga that the puskara traya were three different drums.” He is
of the opinion that dnkika, alingya and drdhvaka were 3 diffe-
rent puskaras played together by a single drummer. Each drum
was differently tuned (ibid., p. 87).

133 Cf. Deva, B.C., op. cit.

134 See, fn. 30. See also Deva, B.C., op. cit., p. 72-87.

135 NS, 34. 277-78. Puskara traya are not to be confused with my-
danga, panava and dardara. Besides the fact that the dlingaka, ir-
dhvaka and ankika have been clearly referred to as ‘puskaratrayam’
by Bharata, Nanyadeva, too, refers to 6 types of avanaddha instru-
ments. These were the 3 pugkaras, panava and dardara—Evam
ndtye ca nrtte ca paiicatodvakamiritam. Pafcdtodyakamiti. Puska-
ratraya-panavadardarah—(Nanyadeva, quoted BharatakoSa, p. 38).
Obviously the pugkara-traya do not include panava and dardara
which are mentioned separately. They refer to the three varieties
of myrdanga.

136 NS, 34. 119.

137 4B on NS, 34. 119.

138 NS, 34. 45.

139 The oblique position of the dnkika is referred to in N$, 34, 278.
This is also suggested by the sculptures.

140 AB on NS. 34. 45.

141 ABon NS, 34. 42.

142 NS, 34. 49.

143 Proktam mydanga$abdena munind puskaratrayam—SR, 6. 1027,

144 NS, 34. 39.

145 These akgaras are referred as varnas by Bharata.

146 Ibid., 34. 43-44.

147 Ibid., 34. 43.

148 AB on NS, 34. 49; also AB on NS. 34. 51.

149 Vitastimairaksiptahastapraharanasiicandrtham vitastamdarga ityanye
pathanti—AB on NS, 34. 49.

150 Ibid., 34. 49.

151 Though dvilepana is listed after caturmarga (NS, 34. 36 and 40)
but the concept of trimdrjana should be explained first as the con-
cept of lepana follows logically after that.

152 NS, 34. 113.

153 Abhinava explains vdmaka pugkara and daksina pugkara as alingaka
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154
155

and aikika— AB on NS, 34. 119.
NS. 34. 119.
Ibid., 34. 120.

156 Ibid., 34. 121.

157
158

Ibid., 34. 123.
Ibid., 34. 125.

158a Kadambari Kathamukha, p. 131.

159
160

161
162
163
164
165

166
167
168
169
170
171

172
173
174
175

176
177
178
179
180
181
182
183
184

185
186
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188

Ibid., 34 127-31.

Vadyakriyanam mifri(§ra)ta yena kriyate tat karanamiti yavat—AB
on NS, 34.109.

NS, 34. 102.

AB on NS, 34. 103,

NS, 34. 104.

Ibid., 34. 105.

Yatha (da) maurajiko viramar karoti tada tatchidre panaviko va
vadayati—AB on NS, 34. 106.

N§, 34.107.

Ibid , 34. 108,

Ibid., 34. 136.

Lic.

AB on NS, 34, 137. :
Iha tu vadyamapi tena samaih panipraharairavapanibhik svavarata-
nadivaicitryapravrttairyattatdanugatamevaha. L.c.

NS§, 34. 138.

Ibid., 34. 139.

Ibid., 34. 140.

(aksarasamam) padagatam tavadgane gurulaghuni vadye samam—AB
on N§. 34. 140.

NS, 34. 141.

Ibid., 34. 142.

Ibid., 34, 143-44,

Ibid., 34. 145.

Ibid., 34. 146.

L.c.

N§, 34. 147.

NS, 34, 59.

Véamasya hastasya vamabhago daksinasaya dakgine pracaranam sa
samapracarah—AB on NS, 34. 59.

NS. 34. 60.

Ibid. , 1 c.

Urdhvakenapi daksina eva hastah karyah — AB on NS, 34. 60.

NS, 34. 162,
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Ibid., 34. 110-15

Ibid., 34. 46.

‘Yukta’ does not convey any meaning and should instead be
‘mukta’.

N§, 34. 40.

NS, 34. 191.

Ibid., 34. 192.

195 Ibid., 34. 193.

196

197
193

199
200
201

202
203
204
205

206
207
208
209

210
211

212
213
214
215
216
21
218
219

Yatraksara-panyadau sphuto vibhagah sa vibhaktah—AB on NS, 34.
194; also NS, 34. 194.

NS, 34. 195.

Anyasminnapi vinadau vadyamane’pi murajavadyasya madhye tignim-
bhavak—AB on NS, 34. 195.

NS, 34. 196.

Ibid., 34. 195-98.

Gitamanusaradvadyasamsrayah. Vadyasya gitasath§rayanamasminniti
—AB on NS, 34. 199.

NS, 34. 199.

Ibid., 34. 201.

Ibid.

Srantavaditi. Vilambitalayena prapnuyat. Tadyatha. Muraja (k) pana-
vastato dardarah—AB on NS, 34. 201.

NS, 34. 202

Ibid., 34. 203.

Ibid., 34. 204. Abhinava does not mention the ardhavakirna.

NS. 34. 205. The avakirna alaimkara too has the panava playing
overshadowing the mrdanga, but the difference is that there the
mydanga and panava are played together. Samavrttau tu tulyakala-
prayoge sati—AB on NS, 34. 203-04. Panava playing probably was
louder. In pariksipta the two are not played together as mrdaiga
playing is less frequent—alpamydangajam.

NS, 34. 206.

Ibid., 34. 207. Abhinava states : prafdntasya gativiramasya niyama-
manuvartamano niyamanvitak—AB on NS, 34. 207.

NS, 34. 208.

Ibid., 34. 209.

Ibid., 34. 210,

Ibid.. 34. 211.

Ibid., 34. 212.

Ibid., 34. 213.

Ibid., 34. 148-49.

1bid.
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220 Ekasyaksarasya krta avrttiryatra—AB on NS, 34. 150.

221 NS, 34. 152. Perhaps this Jati was played on three pugkaras, hence
the name. This is also strengthened by the fact that it is to be pla-
yed on all the mrdangas—sarvamrdangapraharayukta (NS, 34. 152)
and we know that Bharata has described three types of mydangas,
which are the puskaratrayam.

222 NS, 34. 153,

223 Ibid., 34. 154,

224 Patas of two gurus and two laghus have been termed totaka—guru-
yugmam laghuyugmarn totakam vapi—NS, 34. 154.

225 Gurulaghupdtan (totakamiti)—AB on NS, 34. 154.

226 NS, 34. 155.

227 Ibid., 34. 156,

228 (parsnya) ghatakrta—AB on NS, 34. 56. Though the GOS edition
has not mentioned the daksina puskara or the ankika mydanga, M.M.
Ghosh does so (translation of NS, Vol. II, p. 180, verse 248),

229 NS, 34, 157,

230 Ibid., 34. 158.

231 By Bharata’s description it seems that the /aya, or tempo, is an
accelerating one in the beginnig and then gradually becomes uni-
form.

232 NS, 34.159.

233 ABon NS, 34. 159.

234 Karanas of mrdanga are scattered two-fold and three-fold times on
panava and dardara, says Bharata (NS, 34, 159).

235 Adhamanam (samavisamagatipracdresu) tesameva sambhramavakirne
—AB on N§, 34, 159.

236 NS. 34. 160.

237 Ibid., 34. 161.

238 NS, 34 162.

239 Ekankikamukha eva—AB on NS, 34. 162.

240 NS, 34. 163.

241 Ibid., 34. 164.

242 Ibid., 34. 165-66.

243 Ibid., 34. 167.

244 AB ad NS, 34. 167.

245 vitadi-parikrame—AB on NS, 34. 167.

246 rajiio nyesamuttamandim gatau—AB on NS, 34. 168.

247 NS, 34. 169.

248 Ibid., 34. 10.

249 Sanandar nandihastaprahatarava...... ...

Sangitaya prahatamuraja....................— Meghadiita, 2. 1.
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The Practical Sanskrit-English Dictionary, p. 766.

NS, 34. 286. Abhinava explains : “‘@rdhva-karanamunnatam’, * ato-
dyar todanat”—AB on NS, 34.286. He equates muraja with myda-
nga—tato jato muraja mydanga ityarthah. AB on NS, 34. 10.

The dundubhi was an important part of Vedic ceremonies and was
itself considered sacred. It is referred to in the Vedic literature;
also bhiimi dundubhi which seems to be more primitive (See Deva,
Musical Instruments of India, p. 19) NS, 34. 103; also NS, 34. 26.
Mangaldrthani carmanaddhani nabhiivan—AB on NS, 34. 10.

SR, 6. 1147, Later authors like Somedvara have given the same
sort of description— Bharatakos$a, p. 273. According to Someévara
the plectrum was of deer horn.

NS, 34. 26. Cf. Bhagavadgita 1. 13. Bheri is mentioned in several
Jatakas; Bherivadajataka is completely devoted to it.

SR, 6. 1148-51; also see Somarija quoted in Bharatakosa, p. 443.
The bheri is commonly treated as dundubhi or ‘“‘nagdra” (Deva,
B.C., Musical Instruments of India, p. 79). But the descriptions of
Sarngadeva and others show that the dundubhi and bheri were
quite different.



Chapter 12

Concept of Rasa and the Foundations of Indian
Aesthetics in Bharata

It is generally admitted that the concept of rasa is the most impor-
tant Indian contribution to aesthetics, and that this concept reached
its philosophical high watermark in the writings of Abhinavagupta.l
Although in this development philosophical discussions on the nature
and import of words, as also the metaphysics of different schools,
specially Kashmir Saivism. played the most important part, it is
the NS of Bharata to which the concept of rasa owes its classical for-
mulation. Since the NS is more in the nature of a traditional hand-
book or practical compendium, rather than a philosophical treatise.
it is not surprising that its account of rasa is relatively simple and
leaves philosophical enquiry unsatisfied, a deficiency which later com-
mentators tried to remedy. Even so, the pronouncements of Bharata
give the most authoritative expression to the traditional position on
rasa and deserve the most careful attention.

In the very first chapter of the N§. it is stated that the Nagyaveda
was created out of the four Vedas—Jagraha pathyam Rgvedat Sama-
bhyo gitam eva cal Yajurvedad abhinayan rasanatharvanadapi.® Here,
rasa is a constituent of the play and different from its speeches, acting
and songs. By inference, it seems to be that which the representations
on stage seek to convey (o the spectators. Modes of representation are
exhausted by pathya, gita and abhinaya. The objective terms are drawn
from myth, legend and imagination, which supply the stories and cha-
racters to be represented. What was the principle which enabled the
organisation of these representations into a unity to produce a charac-
teristic dramatic effect or impression on the spectators 71t could not
be simply that of organising information, which would not be as such
entertaining; nor could it be the purely formal and structuring princi-
ples of a non-conceptual art like music because that might entertain
without instructing. We must remember that drama is conceived by
Bharata as the imitation of life (lokanukrti), intending simultaneously
to entertain and instruct its spectators. The nature of the object imi-
tated, and of the process through which entertainment and instruction
are effected, need to be explained in order to grasp the significance of
rasa. In Greek drama, thus, the imitation is primarily of action and the
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general effect it achieves is explained by Aristotle to be of the nature
of catharsis, a kind of emotional purging. In Bharata, the object of
imitation seems to be primarily bhava in its diverse varieties and pha-
ses, and the mood or impression produced by this imitation, the total
dramatic effect of the spectators, appears to be called rasa. Thus, the
typical Sanskrit play has been judged by modern critics to be charac-
terised by a comparative lack of action and marked sentimentality as
compared to the Greek drama. While the charge of inaction or senti-
mentality is not true of the better plays, the fact that these are the
directions in which the lesser plays characteristicly err, confirms that
the basic orientation of the Sanskrit play is quite distinct from the
Greek or modern drama. It may, thus, be said that the Sanskrit play
is primarily a representation of a state of the mind, bhavanukirtanam—
trailokyasyasya sarvasya natyam bhavanukirtanam.3 The dramatic imi-
tation of social life (lokavrttanukaranam natyam) considers it under
the aspect of diverse feelings (nanabhavopasampannam) and alterna-
tions of states (nandvasthantaratmakam)* This imitation relates to
human actions (naranam karmasamérayam) and to human conditions
and reactions of all kinds.> People have different characters, and dra-
matic representation follows this diversity as authenticated by social
observation —nandsilah prakrtayah $ilannatyam vinirmitam, tasmalloka-
pramanam hi kartavyam natyayoktrbhif.®

What is represented is the nature of human life with its pleasure
and pains— Yoyar svabhavo lokasya, sukhaduhkhasamanvitah.” Abhi-
nava explains this by saying —Evarm laukika ye sukhadubkhdtmano
bhavah . samudayariipastasyaiva bhava*nusamayah.® That is to say, dra-
ma is essentially a representation of human experiences and feelings.
It enables the spectator to view most vividly the very forms of pity,
love, etc. (A B—dayaratyadirapanusaranabhiitah).®

1t is, therefore, clear that action is not neglected in Sanskrit dra-
ma : it is certainly sought to be represented in its expressiveness of the
inner psyche. As a result, the end which such representation serves is
to lead the spectators to a state of simultaneous delight and instruc-
tion. This characteristic ‘total impression’ of the play on the spectator,
as professor Nichol has termed it,% appears to be signified by the
word rasa in the Natyasastra. 1t denotes the qualitative essence of the
play and the peculiar quality of the experience it enables the spectator
to achieve,

The sages ask Bharata five questions.!! The first question is, what
constitutes the essence of rasa (rasatva) ? The second is, how have the

* ‘hhigga’ in the printed text.
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bhavas been mentioned and what do they effect (bhavayanti) ? The
third is, what is saigraha ? The fourth is, what is karika? The fifth is,
what is nirukta ? These questions suggest that the present text of Bha-
rata is in the nature of the recapitulation of an old tradition in which
the concept of rasa had been already much discussed. Abhinavagupta,
however, explains the five questions to refer to only rasa and bhava.
The first question refers to rasa and the other four refer to bhiva.
These four are explained thus —(i) How have the bhdvas been brou-
ght up without having been mentioned before ? (ii) What is the nature
of bhavas ? (iii) Are the bhavas so called because they produce (utpa-
dayanti) ? (iv) Are they called bhavas because they are pervasive (vyap-
nuvanti) 712

Bharata says that although it ts impossible to describe in detail,
he would briefly expound rasa and bhava, so that they could be under-
stood by appropriate inferences. Abhinava explains anumana as lak-
gana, since definitions giving the essential nature are identical with
vyatireki hetus, i. e. with the reasons adduced for separating some-
thing from other things. Sangraha is explained as the summary of
what is expounded in detail in sdtra and bhagya. This list of topics
(sangraha) consists of the following—rasa, bhava, abhinaya. dharma,
vritis, pravritis, siddhi, svaras, atodya, gana and ranga. These are the
elements of the science of dramatic representation. Abhinava points
out that this list of eleven asigas is in accordance with the view of
Kohala. On Bharata’s view there should be only five consisting of the
three-fold abhinaya, gita and dtodya. The order of these was also de-
bated between the followers of Udbhata and Bhatta Lollata. The
relevance of rasa and bhava to acting and music has also been brought
up by some commentators as mentioned by Udbhata.13

Karika briefly expounds the theme of the siitras. Abhinava explains
that the difference between satra and $loka is not mentioned. Both
are brief expositions but the karika tollows the s@tra and is relatively
elaborate. Nirukta is that exposition where the theme is discussed
both with reference to the etymology of the words and the different
principles involved.14

Bharata now mentions eight ndtya rasas— Sragara, hasya, karuna,
raudra, vira, bhayanaka, bibhatsa and adbhutal® 1t should be noted
that latter a ninth rasa, fanta, was also introduced and in the AB
Abhinava regularly speaks of the nine rasas.'® In the Locana, how-
ever, Abhinava quotes this verse with the reading eight—‘‘these are
the rasas mentioned by the Creator.”’Y7 Then the bhavas are described
as three-fold —sthayi, saficari and sattvika. The sthayi bhavas are eight
in number and hence confirm the number of rasas in Bharata to be
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eight. Later on nirveda, or disinterestedness, was treated as the sthayi
for $anta but here it heads the list of the saficaris. Abhinava uses a
varient reading vismayasama for vismayaSceti. Thus the thirty-three
saficari bhavas are enumerated in verses eighteen to twenty-one. It
may be recalled that thirty-three was a conventionally significant num-
ber as it wast he number of the gods in the Vedas. Then the eight
sattvikas are mentioned—stambha etc. These are the physical expres-
sions of emotions. The abhinayas are described as fourfold—angika,
vacika, ahdrya (dependent on costume) and sattvika; dharmis are two—
lokadharmi and natya-dharmi; vritis are four—bhdrati.satvati, kaiiki
and arabhati The pravyttis are Avanti, Daksindtyd. Odra-Magadhi
and Paicala-madhyama. 1f vritis are styles, pravritis are obviously
regional manners of representation. Siddhi is two-fold. divine and
human. Then the seven notes are mentioned both as produced by the
voice and vina; so are the four types of instruments. Five types of
songs are mentioned.18

Five typical occasions for music are mentioned, in each of which
a dhruva is sung. Dhruva connotes both a song as well as its refrain.
We have thus five types of gana or dhruva— Pravefa-gana or praveiki
dhruva, Aksepa-gana or Akgepiki dhruva, Nigkrama-gana or Nigkra-
miki dhruva, Prasdda-gina or Prasadiki dhruva and Antara-gana or
Antariki dhruva.1®

After mentioning the technical elements of dramatic representa-
tion, Bharata proceeds to explain rasa. He assests that without rasa
there can be no meaningful development of drama— nahi rasadrte kas-
cidarthah pravartate.® Abhinava offers several explanations of this
line : ““i.e. without rasa no object, such as vibhdva etc. can be presen-
ted to the mind for explanation, because without it no purpose in
which understanding is preceded by delight gets furthered. Because
when the spectators rest in that concentrated enjoyment which comes
from rasa, no emotions and similar objects remain distinct in the mind.
The whole unconscious ensemble of vibhava, anubhdva etc. appears
only as reduced to different mental states called szhdyi and sunk in it.”

After this declaration of the pre-eminence of rasa in drama, comes
the famous rasa sitra of Bharata—vibhavanubhdva-vyabhicarisamyoga-
drasanigpattih.?1

It is worth noting here that the terms vibhava, anubhdva and vya-
bhicaribhdva refer to stage representations, not to the realities of
life. It follows, therefore, that the rasa they produce must also be a
stage effect rather than some aspect of real life. That is why the rasas
are called ndtya-rasas. Vibhavas, anubhdvas and vyabhicaribhavas are
represented through abhinaya on stage—yoyam svabhavo lokasya sulkha-
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duhkhasamanvitah|sangikadvabhinayopeto natyamabhidhiyate.®* Abhi-
nava explains — Evam daydrtya-diriipanukaranabhiito natya-laksanorthah
katham pratitigocaribhavataya angikaditi yebhinayak angikadyah no ca
te lingasanketadir@pah.®3 The ensemble (sarmyoga) of the representations
(vibhavadi) induces a characteristic experience in the spectators (rasa-

nispatti). This experience is a union of subjective and objective aspects. -

Its subjective aspect is shown by the description of ndgya as providing
distraction from affliction (vinodajananam) and rest from weariness
(viframajananam) This kind of subjective effect may be seen in such
pure arts as music, but drama presents an objective spectacle of the
vicissitudes of life (lokanukaranam, bhavamukirtanam) and is able to
instruct (upade$ajananam) and give fortitude in suffering (sthairyam du-
kkharditasya ca...dhrtirudvignacetasam). This instruction is of a moral
nature since it effects emotional organisation. The experience of the
spectators, thus, is neither purely emotional and subjective nor purely
cognitive and objective. Its entertainment is not unstructured, such as
provided by mere juggling or merely rhythmic dancing. Nor is its
instruction merely conceptual or mediate, such as any $§dstra may
provide. It recognises the emotions by presenting the quintessential
wisdom of life as a spectacle. The uniqueness of the dramatic experi-
ence or rasa is, thus, evident in Bharata. It is not mere excitement or
sentimentality. for drama is described as a way to wisdom, the fifth
Veda.

Thus, if we consider the concept of rasa in the context of the gene-
ral dramatic theory of Bharata we see that it is not a merely descrip-
tive or psychological category. It is rather an evaluative or aesthetic
category. The reasons for this may be succintly stated thus—(a) Rasas
are described as ndiyarasas, and thus distinguished as such from what
belongs to /loka. As something belonging distinctly to dramatic per-
formance and experience rasa is already alaukika by implication in
Bharata. (b) Rasa is brought about by vibhdva, anubhava and vyabhi-
caribhava. The first two are clearly conceived as belonging to the stage
primarily, not to reality. Although vyabhicaribhavas may said to
belong to pyschological reality, their combination (samyoga) with
vibhava and anubhiva suggests that vyabhicaribhdavas should be taken
here to stand for the stage intimations of psychological factors that
would also make the interpretation of samyoga quite simple. It will
denote the combination of diverse stage representation into one uni-
fied spectacle. (c) Drama represents the vicissitudes of life through
the use of pdthya, gita and abhinaya. Rasas are mentioned besides
these three as a fourth constituent. Rasa could thus be different from
a mere technical factor of representation and could be interpreted to
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be the characteristic aesthetic effect, tone or mood of the whole as
apprehended by the spectators. (d) Rasa and bhava are clearly dis-
tinguished in the NS. The bhavas are effective psychic states while
rasa is achieved by the spectator through the dramatic intimation of
bhavas. Just as in music, a procession of notes in certain combina-
tions reveals a characteristic melodic whole or raga, similarly, it seems
that the representation of bhdvas reveals rasa as an aesthetic whole,

Although rasa is used by Bharata to indicate the peculiar flavour
or quintessential quality of a dramatic performance and its experience,
he does not give any philosophical analysis of the problems involved.
Human reality, dramatic representation and aesthetic experience need
to be related in an adequate manner. In Bharata, human reality has
its focus in bhdva and dramatic representation is its anukarana or anu-
kirtana. Aesthetic experience is called rasa, a unity of entertainment
and enlightenment, and classified into eight, in relation to the gamut
of bhavas.

The notion of imitation is itself a puzzling one. What is the cogni-
tive status of the apprehension of dramatic representation, is another
puzzle. How the experience of life is transformed into an aesthetic
experience needs to be explained. In the discussion of these problems,
later commentators elaborated the notions of imagination, intuition,
aesthetic distance, subjective universality, self-revelation mediated by
feeling, and of the tranquility, illumination and beatitude of aesthetic
experience. At the same time the notion of rasa was formally genera-
lised beyond drama into poetry.

It is well-known that Bharata discusses rasa primarily in the
context of drama but at a later date the concept of rasa was extended
to poetry as well. Earlier, in authors like Bhamaha, Dandin and
Vamana poetry was discussed mainly in terms of figures of speech
(alamkara), style (riti), qualities of composition (guna) etc.24 It is only
after Anandavardhana formulated the theory of dhvani that the ground
was prepared for the application of the theory of rasa to literature.25
This common view, while supported by the chronology of the works
is, however, mistaken n thinking that Bharata’s conception of rasa
was a limited one, applying only to drama. In fact, the connection of
rasa with music is quite clear in the NS. Similarly, acting suggestive
of rasa was part of nrtya or expressive dancing. The tradition of visual
arts, sculpture as well as painting, shows a clear connection with the
poses and stances of dancing, and thus in the citrasiitra the connection
of painting with bhdva and rasa is clearly established and the paint-
ings at Ajanta constitute a standing proof of their dramatic character
as well as rasa orientation. It is thus clear that drama, dance and
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music, painting and sculpture shared a common aesthetic tradition
which aimed at the expression of feeling through the creation of a
vivid form. In the case of poetry and literature also, the concept of
rasa was applied at least as soon as their dramatic character was pro-
claimed. The words which are the medium in literary writing are used
in such a suggestive way that the situations they describe become
dramatically evocative. The speech and gestures of the actor on stage
are simply replaced by the words of the poet and their meanings.

Thus, even though Bharata does not discuss in a specifically theo-
retic manner the application of rasa to forms of art other than drama,
he was fully aware atleast of the relevance of the concept to the per-
forming arts. Even though the full application of the theory of rasa
to poetry occurs only in the ninth century, one would still be justified
in holding that in formulating the concept of rasa Bharata Muni was
able to give expression in a most brilliant and original manner to a
profound and seminal idea, an idea which was naturally and readily
extended to other forms of art and letters and was seen to constitute
their aesthetic essence.

The rasasiitra has been interpreted in diverse ways in the search
for clarity and coherence. The two words which contained ambiguity
of a high degree are samyoga and nisgpattik. The classical interpreta-
tions range over many centuries after Bharata and represent diverse
philosophical points of view of different ages. A brief analysis of these
interpretations will serve to throw some light on the philosophical
implications of the sifra of Bharata, if not on its explicit intention.

The most important interpretations are those of Bhatta Lollata,
Sankuka, Bhatta Nayaka and Abhinavagupta himself. Bhatta Lollata
represented the most ancient view.26 Abhinava says that his interpre-
tation was the one generally accepted by the older scholars. On this
interpretation vibhava, anubhava and vyabhicaribhavas have their pri-
mary focus in the characters of real life. In particular situations they
are combined with the innate or instinctive attitudes called sthayi
bhavas. These are thus developed and become rasas. This rasa is appre-
hended by the spectators through the agency of the actors, their ges-
tures and enactments. Rasa, thus, becomes something objective which
the play communicates to the spectator. We have here, on the one
hand, a psychology of emotional attitudes. Under certain situations
certain trains of emotions are generated and developed into intense
experiences. The persons who are the objects of emotion are called
(alambana) vibhava, i.e. objective causes. The situation itself in terms
of time, place etc., which serves to arouse feelings, is called (uddipana)
vibhava. The physical expression of emotional reactions, such as tears
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or trembling, etc., are called anubhava. Transient feelings such as
worry, humility etc. are called vyabhicari or saficari bhavas. Thus
when Dusyanta catches sight of Sakuntala being bothered by the bee
in the aframa of Kanva and regrets his own inability to pursue his
own desire, we have Sakuntala as the alambana vibhava, the situation
in the aframa as uddipana vibhava, the sighing of the king as anubhava
and the immediate feelings of the king as vyabhicari bhavas. We have,
thus, a situation in which the latent sthayi bhava of rati in the king is
developed and manifested. This is a situation in real life, a situation
of actually felt emotional flow. On the stage, the real life situation is
imitated and enacted by the actors. Viewing the actors on stages, the
spectators belive that they are viewing the real life situation and thus
through the force of anusandhana apprehend (pratiti) the sthayi bhava
of Dusyanta, developed by vibhava, etc.; and thus developed and app-
rehended this sthayi bhava is rasa. This interpretation is in close agree-
ment with common sense, according to which the spectators see the
real life through its enactment and apprehend its emotions in the pro-
cess.

While the identification of rasa with styayi bhava, through the
functioning of vibhava, etc. follows the text of Bharata and is unques-
tionable, the interpretation of Lollata suffers from inadequate atten-
tion to the manner in which the actors on the stage represent reality
and succeed in communicating it, as also in the neglect of the specta-
tor and his experience. Besides, it is not clear why the view of the real

life emotion should entertain or instruct the spectators. Sankuka att-
acks the theory at several points.2? If the sthayi bhava is already real
before combining with the vibhavas etc., why does it need them ? On
the other hand, if it is not real at stage, how can it combine with any-
thing ? If one proposes numerous gradations of the sthayi bhava in the
process of development, it will be too vague and mutable a thing to
be classified in the manner in which the dedryas have done it. From
this Sankuka concludes that the sthayi bhava of the real characters
cannot be identified with rasa either in itself or conceived in terms of
any programme of development. For Sankuka, when the sthayi bhava
of the character is imitated by the actor through the presentation of
the vibhdvas etc., then it becomes rasa for the spectators. The natural
causes, consequences and auxilliaries of the sthayi bhava, when pre-
sented on the stage, are called vibhava, anubhava, and vyabhicari bha-
vas. Perceiving and understanding these, the spectator is able to infer
the sthayi bhava in the actor playing the role of the real character.
Such an inferred and imitated sthayi bhava is rasa. The resultant
apprehension of the spectator is not like anything in actuality. It is
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neither true cognition, nor false cognition, nor doubt, nor is it the cog-
nition of similarity. The spectator neither identifies nor distinguishes
the actor from the character, nor does he see the one like the other, nor
is he in a state of doubt. Nevertheless, he has a vivid experience which
is unquestionable. This experience is explained by §ankuka on the basis
of the imitation of reality on the stage and a peculiar inferential app-
rehension of it by the spectator. The example of the picture horse
(citra-turaga) has been brought up to illustrate the situation. The
painted horse is not perceived to be real or unreal or merely as a like-
ness or a case of doubt. Its lines, colours, etc. enable the viewer to
reach a peculiar inferential apprehension which 18 nevertheless vivid
and unique.

The account of Sankuka rightly emphasizes the nature of drama
as an imaginative spectacle, which is apprehended in its own right.
Neither is the apprehension cognitive nor is its content natural. The
experience is umique and imaginative. At the same time, Sankuka
seems to connect the spectacle with reality through imitation and the
discernment of what is imitated through inference. This seems to pro-
duce a contradiction. If the spectacle imitates reality, how can its
apprehension not be the apprehension of sadréya 2 If the apprehen-
tion is gained through inference, how can it avoid being cognitive ?
The theory of Sankuka, thus, is a curious blend of two different no-
tions. On the one hand, it is the notion of drama as an imitation
where the primary theme of the imitation of sthayi bhava is a matter of
inference. On the other hand, the drama is conceived as an imagina~
tive spectacle which forms the subject of a unique experience. The
weakest link in the whole theory is provided by the notion of infe-
rence. Besides, the theory fails to explain the moving as well as ins-
tructive quality of the experience which the spectator undergoes. He
only infers a sthayi bhava which itself imitates a real sthayi bhava.

Abhinavagupta has given a severe critique of the concept of imita-
tion, namely of the sthayi-anukaranam rasah*® He asks where the
original is not available, how is the imitation to be recognised ? No
one has perceived the sthayi of Rama, how can the sthayi of the actor
be perceived as its imitation 9 If it is argued that the vibhava etc. pre-
sented on the stage lead to the apprehension of the sthayi in the actor,
even then the sthayi will not be an imitation: it will be perceived as
-real. In fine, the two aspects of the theory of Sankuka are badly pat-
ched together. The imitation inference approach to the art object and
its perception tends to be realistic and overcognitive. On the other
hand, the analysis of the art object in terms of the unique experience
of a spectacle tends to be phenomenalisctic.
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The characterisation of dramatic experience in its specific nature is
carried forward by Bhatta Nayaka.2? He distinguishes between three
different functions and levels through which aesthetic experience is
generated and declares the last of these to be the enjoyment of rasa.
The first stage is constituted by the presentation of the plain meaning
or the situation which is called abhidha or denotation in the case of
words used in poetry. This, however, is accompanied by a peculiar
process of generalisation called bhavakatva or vibhavana or sadharani-
karana. This is really the imaginative transformation of reality into a
spectacle which is lifted out of actual space, time or social relations.
This is followed by a peculiar subjective experience where the mind is
in a state of luminous peace and withdrawl into its own pure nature.
This is called bhojakatva. On this view, thus, rasa is the subjective
enjoyment of the sthavi bhava within a generalised or universalised
context. The sthayi bhava which is here enjoyed is not to be identified
with any specific or actual feeling whether of the real character or the
actor or the spectator. It is rather the focal element in an ideal situa-
tion apprehended within a concrete or imaginative subjective vision.
Drama presents the ideal truth of feelings and felt experiences imagi-
natively. thereby creating a generalised context which remains at the
same time something concrete and directly experienceable. Bhatta Na-
yaka, thus, is able to expound the nature of rasa within the category
of what may be called a subjective univeral, a notion which is analo-
gus to that of Kant.

If Sankuka had realised that art experience is not cognitive but
imaginative, proceeding in the same direction Bhatta Nayaka empha-
sizes the ideality and subjectivity of the experience. Bhatta Lollata had
connected rasa with sthavi bhava This connection is maintained in
Sankuka and Bhatta Nayaka but realism is increasingly abandoned.
Rasa now appears to be a peculiar enjoyment in art experience arising
from the contemplation of felt images.

Abhinavagupta attacks the view that rasa is neither objectively
apprehended (raso na pratiyate), nor produced in reality, nor expres-
sed. If there is neither pratiti nor utpaiti nor abhivyakti, what 1s the
the meaning of bhoga ? If it is described as enjoyment, that too is
some kind of knowledge. If the enjoyment or bhogikarana is described
as the apprehension of the sthayi in a peculiar subjective state, then
Abhinava would accept it as correct with limitations but hardly suffi-
cient. He accepts the view that rasa involves a contemplative enjoy-
ment dependent on the apprehension of the vibhavas etc.

It will be admitted on all hands that Abhinavagupta was the great-
est thinker in the Indian tradition of aesthetics.30 He was not only
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a saint and philosopher but also a musician, poet and critic. He has
interpreted the concept of rasa in the light of the theory of d/ivani and
the spiritual metaphysics of the pratyabhijia school of Kashmir Saivism.
For him the world presented by a dramatic or poetic work is imagina-
tive and quite distinct from the actual world. It is, therefore, descri-
bed by him as alaukika. The actual world is based on causal forces.
The representations in drama and poetry are only ideal and consist of
images and meanings. That is why the vibhava ectc are alaukika and
are not to be confused with the real causes, auxillaries and conseque-
nces of emotions in real life. Feelings are not presented or represented
through any imitation on the stage. They are apprehended in terms of
an immediate and subjective experience brought about by the evocative
power of acting or words. The generalisation to which Bhatta Nayaka
alludes, transforms not merely the object of aesthetic experience and
the relation of the spectator to it, but also the subjectivtiy or self-
awareness of the spectator. Now the self of the spectator as of any
other real human being consists of pure consciousness which has the
innate capacity of self-expression. The whole universe is of the nature
of such consciousness. All particular experiences arise out of this
foundational consciousness or samvit, through specific determinations
of subjectivity and objectivity. As a result, all experiences end up as
the content of a moment of self-consciousness. This moment of resting
in the inward nature of consciousness (samvidvifranti) constitutes a
beatific moment. It is the peculiar virtue of aesthetic experience that
by detaching the self from its natural or habitual determinations it
leads it to a moment of inner experience, mediated by feelings and
images. Rasa, thus, has to be understood as a kind of mediated and
transitory self-experience. At this point it is not difficult to see how
aesthetic experience at once moves and enlightens. It is described in
terms of a vivid imaginative self-realisation. Such an experience has a
peculiar illuminative intensity. Itis the quality which is designated by
rasa.

Abhinava admits that there has been a development in understan-
ding and his own views depend on the contribution of earlier scho-
lars.3! The first point emphasised is that Bharata himself has stated
rasa to be the meaning of the poetic work (kavyartha). The proper
reader of poetry or spectator of drama gathers from the words or act-
ing something more than the obvious presentation. Such a reader has
to be an adhikari, i e. duly qualified. His heart must be capable of pure
intuition (nirmala pratibhana). Such a person on hearing the sentences
or watching the actors, attains to a mental intuition where the specific
time and place of the direct meanings are disregarded. Thus, in the
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presentation of fear, neither the object, nor the subject of fear are
apprehended in relationship toany specific actuality. That is why the
idea of fear is vividly experienced without the spectator being over-
come by fear, The generalisation which is effected in this process of
aesthetic experience is not a limited one. All limitations of space, time
and casuality belonging to the actual world are disregarded in favour
of a world created by imagination. All the spectators share in a com-
mon experience because despite their individual differences they all
share in a common structure of instincts, The unobstructed contemp-
lative consciousness is ecstatic (camatkdra). Rasa is bhava grasped in
a such a state of intuitive contemplation.

Abhinava goes on to describe the several obstructions to aesthetic
contemplation. They are diverse types of inability to comprehend—
lack of plausibility, being tied to specific time and place co-ordinates
of the subject and the object. being overcome by subjective pleasure
or pain, lack of technical facility in comprehension lack of vividness,
sub-ordination and doubt.

The sthayis relate to purusarthas and thereby acquire primacy.
Thus rati is kama with the associated pursuit of dharma and artha.
Krodha relates to artha. Utsdha basically relates to dharma while
nirveda relates to moksa. Thus the principal sthayi bhdvas are connec-
ted with the principal purusdrthas. All of them are of the nature of
pleasure because intense self-experience is luminous and beatific in
nature. This is shown by the fact that even when women are sunk in
sorrow the expression of that very sorrow seems to make their burden
lighter. Duhkha is of the nature of restlessness and a self-absorbed
tranquil state of the mind is necessarily full of bliss. In vira etc. there
is doubtlessly a trace of bitterness because of the peculiarities of the
evocative situations, but then confrontation of plain is an essential
character of heroism etc. Some sthdyi bhavas like rati etc. have a
lower status even though they please-the common people. In fact,
people with lower nature indulge in laughter. grief, fear, etc. quite
frequently. Still such feelings can have a subordinate position in the
context of the purusarthas. The distinction of the ten types of drama
rests on this hierarchy of the bhavas.

The sthayis are so called as they characterise the living being from
birth. Everyone seccks pleasure, ridicules others on account of pride,
is pained when separated from desired objects, is angry at the causes
of such separation, fears them when he is helpless. while wishing to
acquire things has a distaste for what is improper, marvels at the reve-
lation of duties, and wishes to abandon many things. These mental
states have their traces in every human being; only some have them
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to a greater extent while others have them to a smaller extent. Some
are oriented towards right objects, some towards wrong objects. Such
differences are the basis of the classification of prakrtis. Transient fee-
lings like glani, $anka etc. are as if threaded on these permanent men-
tal states.

Rasa, then, is neither memory nor inference nor ordinary percep-
tion. It is simply the enjoyment of its own nature by consciouness.
Rasa is not an object of cognitive experience. It is a blissful mode of
awareness. It is neither effected by pramanas nor by causes, but it is
self-affirming.

“This analysis by Abhinavagupta in which the work of a long line
of critics and theoreticians finds its culmination undoubtedly belongs
to an age much later that that of Bharata, but as Aristotle held, the
nature of a thing is best revealed in its perfected form. In the NS
of Bharata the formulation of rasa is elementary but seminal. We may
now turn back to the text of the Natyafastra. The sages ask Bharata,
what is the analogy, drstanta.32 The analogy given is of a mixed fla-
vour which comes from the combination of many spices, herbs and
substances. Similarly many feelings produce rasa. Thus, in the same
way as sddeva flavours are produced from the mixture of substances,
such as guda, spices and herbs, similarly the sthayi bhavas mixed with
different bhavas attain to the status of rasa. As to what constitutes
the essence of rasa, the answer is delectability (dsvadyarva). Just as
gentlemen with taste enjoy the flavours of food prepared with diverse
spices and are pleased, similarly spectators with taste enjoy the sthayi
bhavas manifested by the enactment of different bhavas alongwith the
proper moments of speech, acts and involuntary reactions. This very
idea is then expressed in two traditional verses. It s clear that the
analogy of dramatic rasa and flavours is an old one. At this stage the
question is raised as to whether bhavas are produced from rasa or the
rasas from the bhavas.33 There was an opinion that their mutual rela-
tionship underlay their production. But Bharata is quite clear that
rasas are produced from bhdvas and not vice-versa, and he quotes
several traditional verses in this context. These verses state that the
bhavas are known as such because they effect the rasas through diverse
acting on the stage. Just as spices are tasted through different subs-
tances, similarly bhdvas alongwith abhinaya cause the rasas to be reli-
shed—rasa cannot be without bhdva nor bhava without rasa. They are
realised mutually in acting. Just as spices and herbs together make
the food tasty, so bhavas and rasas help each other. Just as from the
seed springs the tree and from the tree the flower and the fruit, simi-
larly rasa is the root from which all the bhdvas originate.
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Thus three different views about the relationship of rasa and bhava
find mention in these verses and all three seem to receive support.
One might reconcile them by saying that while in the dramatic repre-
sentation the bhdva has temporal priority over rasa for the spectators,
in the appreciation of rasa, rasa as a total idea or vision is the seed or
matrix of the development of bhavas and may be said to have a logi-
cal priority over them, in an Aristotelian sense. As aspects of the
same aesthetic process, bhdva and rasa may be held to be independent.

The much quoted illustration of gustatory flavour can be illumina-
ting as well as misleading or simplistic. It undoubtedly argues that
rasa is a quality which is enjoyed or appreciated in a direct experience,
a quality which results from bhdvas but itself resides in the whole. So
far the illustration is useful but in so far as it suggests that rasa and
bhava are homogenous or that the tasting of rasa is a kind of sensation
or emotion, it tends to be simplistic and misleading. In particular,
the materialism of the illustration has encouraged a crude sensationa-
list or sentimentalist view of rasa. Perhaps the illustration should be
understood in the context of a social situation in which the prepara-
tion of gustatory flavours and their tasting were regarded as a matter
of high skill. We may recall that even now sophisticated tasters of tea
can hardly bear to drink tea as a material beverage, so keen are they
in its subtle favour or taste. What the illustration shows, then, is that
rasa is a matter for the connoiseur—Na rasand-vyapara asvadanam.
Api tu manasa eva. Sa catra avikalosti, kevalaim loke rasandvyapdra-
nantara-bhavi sa prasiddha ityupacara iha darsita iti (AB, 1, p. 290).

Next are described the four primary rasas.3* These are §rigdra,
raudra, vira and bibhatsa. From Srigdra arises hasya, from raudra
arises karuna, from vira arises adbhuta and from bibhatsa bhavanaka.
Then the colours and deities of the rasas are described. Sragara is blue
with Vignu as its deity, hdsya is white and Pramatha is its deity while
karuna is grey and has Yama as its deity. Raudra is red with Rudra
as 1ts deity. Vira is white and has Mahendra as its diety, bibhatsa is
blue with Mahakala as its deity, bhayanaka is black with Kala as its
deity and adbhuta is transparent and has Brahma as its deity. In Abhi-
nava’s version fanta also figures. It is yellow in colour and has Bud-
dha as its deity. The fact is that there was an ancient tradition of
ascetic poetry which may be seen in the Mahabharata as well as Bud-
dhist and Jaina literature. The poetical biographies of the Buddha
also exemplified the $dnta rasa. 1t is, therefore, quite likely that while
the dramatic tradition based on the epics represented principally tales
of heroism and romance with their attendant incidents of tragic grief
and revulsion, there was also an alternative tradition of ascetic poetry
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which expressed the feelings of world-weariness. detachment, tranqui-
lity and illumination. The concept of fanta rasa possibly arose out of
critical reflection over this tradition. The fact that Buddha is described
as the deity of fanta tends to indicate such a possibility. It may be
recalled that Anandavardhana was to declare that Mahabharata illus-
trated the §anta rasa. This is true of the present Mahabharata with its
Santi and Mahaprasthana parvas, but even if we do rot accept the opi-
nion of Western critical historians that the Mahabharata was originally
a tale of revenge with a tragic ending resembling Greek epics, it is still
plausible to see the original Mahdabhérata in the perspective of vira
rasa, with Gita providing its keynote. Hence, it is doubtful if the
original Mahabharata could have been the source of the recognition of
the fanta rasa.

If the origin of drama is to be traced to the popular mimes of folk
tales or legends or the social mimes of a ritualistic and mythical cha-
racter, we should expect a two-fold classification in the dramatic tra-
dition. There would, then, be a category of high serious plays and
another of a more popular kind. Such a division is, in fact, quite clear
in the Natyafastra where the four primary types mentioned above be-
long to the former category, whereas several varieties of plays like
bhana, prahasana, aika, etc., have an obvious connection with popular
and less sophisticated origins. The plays with the predominance of
vira and raudra and dealing with the conflicts of heroes and gods have
an obvious connection with the orientation of Indra and Rudra-Marut
myths, which were later on connected with the heroic tales of the
epics. Thus, it is easy to see why vira should have Indra as its deity
and raudra Rudra. The connection of §ragdra with Vignu is not so
easy to understand except in terms of the exploits of the human in-
carnations of Visnu. It may be recalled that mythical tales of Visnu
were depicted in Kugana art. Or, perhaps, Visnu has been mentioned
because the Pauranic tradition upheld him as the deity who maintai-
ned and nourished life. In any case, unlike heroism, which is well
expressed in Vedic hymns, there is nothing adequately corresponding
to §ragdra in the Vedic hymns. Although some hymns are connected
with love and marriage and the Vedic and Upanisadic tradition recog-
nises the force of kama, myths of romantic love are rare. Tales of ro-
mantic love were, however, amply provided by the epics at a time
when Visnu had already acquired an eminent position.

Sragara is described as having a bright apparel. It is said to be
comparable to whatever is pure, clean, bright and beautiful in the
world, This description of §riigara shows the error of describing it as
erotic in any mean sense. Srigdra depends on the relationship of man
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and woman when they are young and high-minded (uttamayuvaprakr-
tik). Abhinava explains that rati or love which is the sthayi of $rigara
is different from the mutual, erotic desire found in the natural world
(loka). Tt is also different from the transient emotion of desire which
is a vyabhicari. Rati as sthayi is a constant, pervasive and wholly
blissful. It is true that the poet and the spectator must both have ex-
perienced natural love to be able to create or appreciate love. Never-
theless, in S$rigara the primary thing is inner consciousness not the
physical appearances. Abhinava quotes here the verse fragment : “In
my body there is only the imitation of the labour of breathing. My
life really is Janaki.”’35 He goes on to say that when $ragdra is des-
cribed as uttamyuvaprakrtih, the reference is not to youthful bodies,
but to consciousness—1atrottamayuvasabdena tatsarmviducyate, na tu
kayah. Two forms of §rigara, sambhoga and vipralambha, are well-
known but Abhinavagupta points out that the two are not really ex-
clusive since in union also there is the fear of separation and in sepa-
ration there is the hope of union.

Bharata raises the question : if §riigara is born of love (rati), why
are feelings of sadness and sorrow often found associated with it ?
The answer given is in different conditions of love, such as of separa-
tion, some of the vyabhicaris are similar to those of karuna. Thus, the
masters of Kamagastra have described ten stages of love, from desire
to death. The difference between karuna and vipralambha is that the
former is based on total despair, whereas the latter still has hope. It
is interesting to note that Abhinavagupta declares that there is no
vipralambha in the case of adhama prakrtis.

Bharata has a remarkable statement which declares that §ragara is
to be identified with man alongwith woman. Abhinava explains that
man or woman here stand for the constant consciousness or samvit :
““Hence love itself is man just as it has been said that man is nothing
but faith.”

In the description of hdsya it is made clear that it is mostly to be
seen in woman or base natures. In contradiction to this, it is also
added that on one view hdsya belongs to all the three prakrtis.

Sragdra had earlier been described as two-fold. Now alongwith
hasya and raudra it is described as three-fold—consisting of speech,
make-up and action, Obviously this three-fold division refers not to
the essence of these rasas but to the modes of their dramatic represen-
tation.3® The purpose of this classification is not clear. Karuna is
similarly divided into three classes — produced from the destruction of
dharma, of artha and on account of bereavement. Vira is said to have
three varieties—danavira, dharmavira and yuddhavira. Bhayanaka is
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similarly three-fold—iear from disguise (vyaja), fear from having com-
mitted a fault and fear from something terrible. Bibhatsa is described
either as pure, which is due to kgobha (disturbance), or as udvegi which
is revulsion arising from foul things. Adbhuta is two-fold —either pro-
duced from seeing something celestial or sudden exhilaration Abhi-
nava explains the latter as due to sudden attainment of some desire.

Many of these classifications are not wholly clear with respect to
their significance, nor have the classifications been made on the basis
of any single logical criterion. More interesting is Abhinava’s com-
ment that fear is generally seen among women and base characters.
On bibhatsa he quotes an interesting view of his teacher Upadhyaya
that the $uddha variety of bibhatsa refers to the revulsion which is the
source of liberation and is inimical to the attachment located in the
hero of the play which is called samsdra. Thus Suddha bibhatsa is born
of the revulsion from the world, while the udvegi is a most superficial
revulsion from foul things in the world.

Some versions of the Natya$dstra mention nine rasas including
fanta. Tts sthayi bhava is declared to be Sama and its vibhavas tattva-
jitdna etc. Among its vyabhicarls is counted nirveda. Some traditional
verses are quoted and they declare that §dnta rasa is produced from
inward meditation (adhyatma dhyana) and tattvajidna. Santa is declared
to be the nature of man, while the bhavas are temporary products
emerging from it. Owing to particular occasions, emotional states or
bhavas are produced out of natural quiescence.

This passage is most probably apocryphal because Abhinavagupta
refers to it as the opinion of some. He also refers to the opinion of
others who dispute it by saying that fama and $anta are synonymous.
Besides, accepting fanta would contradict the number of bhdvas as
forty-nine. They deny that there is any fanta rasa.

Abhinavagupta defends the fanta rasa.3” He argues that like dhar-
ma etc. mokga is also a purugdrtha. So just as the mental states rele-
vant to kama etc. are called rati etc. and become through the work of
the poet and the actor the bases of the rasas— §ragara etc.—similarly
the mental state proper to moksa should also be capable of being
brought to the state of rasa. Some say that the sthayi bhava may be
described as the indifference (nirveda) arising from the knowledge of
truth. This indifference is different from that arising from poetry
etc. Others hold this knowledge of truth (ratrvajiana) itself to be the
sthayi. Still others regard fama as the sthayi and explain the relation
of fama to $anta as hasya. Some hold that as there are only eight basic
attitudes, the sthayi of §anta is simply the love of the spirit (dtmavi-
saya rati). Some even suggest that all the eight bhavas can be the
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sthayi of $anta in different circumstances. Thus, §anta may arise from
perceiving the world as ridiculous or its events as tragic or through
fear of worldly objects, or through revulsion from the pleasures of
the world or through astonishment. However, Abhinava does not
accept these and concludes that rattvajiidna is the sthayi and it is dis-
tinct supersensuous knowledge. This tattvajiiana is the constant foun-
dation on which all the other sthayis rest. On account of this diffe-
rence in nature it is not counted among the forty-nine bhavas. This
tattvajiidna is Sama. Hence, Abhinava concludes that there is a $anta
rasa and says that in old manuscripts the definition of fanta is to be
found after the line “*sthdyibhavan rasatvamupanesyamah.”” Here §anta
is mentioned before the other rasas because the savour of all the rasas
largely culminates in §anta. They only present different media for its
realization. Hence no separate sthayi has been mentioned for it. That
there are nava rasas is proved by its distinct apprehension by the spec-
tators and by the evidence of Irihasa, Puranas, dictionaries and Kashmir
Saiva canonical works. The experience of fanta is simply the expe-
rience of the states of mind like love, etc.

While one can easily think of examples of $anta rasa from poetry,
it is difficult to point out any well-known extant example of fanta
from plays near about the age of Bharata, It is, therefore, easy to see
why Bharata should have described only eight, not nine rasas. Abhi-
nava himself denies the title of rasa to bhakti, a point of view which
had to be reversed in medieval works, such as of Madhustdana Saras-
vati and Gaudiya Vaisnavas.

What is the nature of the bhdvas ? Are they simply states of being
or causes producing them ? The answer given is, bidvas communicate
the meaning of the creative works through vocal, physical and emotive
gestures. Bhava, vasand and deed have the same meaning in usage.
Abhinavagupta explains that bhdva really means particular states of
the mind. There are the forty-nine bhdavas. Through their different
connections they become sthayi, saficari, vibhava and anubhdva. It is
wrong to describe merely insentient externals such as the season or
tears as vibhavas or anubhavas. Hence sthdyi, vyabhicari and sattvika
are bhavas; vibhavas and anubhavas are only incidental.

Bharata quotes verses saying thal bhava is the meaning brought
about by the vibhava and communicated by anubhavas and acting.38
Bhavas, thus, cause the inner state of the poet to be known through
acting. They are also so called because they cause rasas to be known
through their acting.
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