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PREFACE

The matter contained in this pamphlet was first
printed in 1932 in The Indian Historical Quarterly
(VIIL, 3) under the caption ‘Hindu Theatre.” I have
now revised and enlarged it. Before this, Shri G. V.
Pathak had dealt with the same subject in V. S. 1985
ina Gujarati Magazine ‘Prasthana.’ Shri V. Raghavan
also published a similar paper in Triveni in 1932,
but I had no knowledge of that paper when I sent,
in January 1932, my paper to the editor IHQ. So
far as I know this is the first attempt to put this
subject in book form.

The plans printed here were drawn by
Shri R. J. Thakar according to my suggestions.
1 am indebted to him for this act of kindness.

Vithalbhai Patel Mahavidyala,

Vallabk Vidyanagar. D. R. Mankad
Dist. Kaira: India .

-8-50

SECOND EDITION

This has been revised and some notes and
Appendix 1 are added in order to bring the
discussion upto date.

Gangajala Vidyapith

ALIABADA ( Saurashtra ) D. R. Mankad
26-1-60
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ANCIENT INDIAN THEATRE

[ An Interpretation of Bharata's Second Adhyaya

IN this booklet I shall try to reconstruct the
technical architectural nature of Ancient Indian
Theatre as detailed by Bharata, The text of the
Natyasastra is very much confused and often
inaccurate or inadequate, so is the commentary
Abhinavabharati,! published in the Gaekwad Oriental
Series. Yet, both the text and the commentary
together give us some detailed idea about the
theatre of thoese days.

Dr. P. K. Acharya has not given any useful
information about the architecture of the ancient
Indian theatre, in his excellent Dictionary of Hindu
Architecture.* In the vast architectural literature
known to ancient Indians,® there seem to be very
few works which treat of the theatre and its details.
I shall, herein, try to describe the theatre, as far as
possible, in Bharata's own words, putting the neces-
sary explanatory notes from Abhinavagupta within
rectangular. brackets : and I shall reserve my dis-
cussions and comments for the notes at the end
of this volume. [ subjoin three plans of the three
varieties of the theatre as described here.



2 Ancient Indian Theatre
The Theatre

There are three types of the theatre (1) Vikrgta,*
{2) Caturasra, and (3) Tryasra. Each of these types,
again, may be divided into Jyestha, Madhya and
Avara according to their measurements. Each type
may be measured in Hastas or Dandas (7-8) [Abhinava
on the 8th verse, notes two opinions about these
types. According to one opinion Vikrsta is Jyestha,
Caturasra is Madhya and Tryasra is Avara. Second
opinion divides each of the first types into Jyestha,
Madhya and Avara, thus yielding nine types which
when measured in Hastas or Dandas would be
eighteen in all.?]

Jyestha may be 108 hastas® in length, Madhya
64, and Avara 32. Out of these types, Jyestha may
be used in the case of gods, Madhya in the case
of kings and Avara in the case of ordinary people
(9-11). [Abhinava explains: Jyestha may be used in
the case of dramas where gods are heroes, as in
Dima etc., Madhya when Kings are heroes as in
Prakarana etc., and Avara when ordinary persons are
heroes as in Bhiana, Prahasana ete. ).

Ouat of all these types, Madhya is proper for
mortals. (12) It may be 64 cubits in length and 32
cubits in breadth.” The theatre must not be bigger
than this, otherwise, it will lose its accoustic
properties. If the Mandapa is very extensive, words
uttered would become faint and indistinct. Also
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facial expressions of the actors would become
invisible due to the long distance. (20-23)

In constructing such a house, the soil must be
first examined. It must be even, steady, hard and
black or white. The whole field must be ploughed
with a plough, and bones, nails, skulls and such
other things must be taken out. Then in Pusya
constellation, it must be measured with a white
string, which may be made of Kairpasa, Balva,
Mufija or Valkala and must have no joints. (29-34)

In dividing the Vikrstamahdya type of 64X32
cubits the following points should be noted. Its
entire length of 64 cubits should be divided into
two equal parts. The back part again should be
divided into two. In this last Rangagirsa® should be
constructed, half to half. Inthe last portion Nepath-
vagrha should be located.?, (39-41)

Thus after the foundation, walls may be con-
structed and the columns may be placed in Rohini
or Sravapa constellation. In this (I understand
Ranga by this and not the whole field ) in the Agni
corner the Brihmanpa stambha may be placed at the
bottom of which white things like milk, ghee etc,
may be thrown: in the Nairrtya the Ksatriya stam-
bha with everything red, like clothes, garlands ete.:
inthe Viyavya, the Vaidya stambha with everything
yellow and in the TI$dna, the Siidra stambha with
everything ‘dark blue may be placed. Moreover at
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the bottom of each column various metals, too,
were to be placed. Then the columns, doors,
walls and the toilet-room may be constructed.
(49-59) (68)

On both the sides of Rangapitha, two Mattava-
ranis should be constructed in harmony with the
measurement of the Rangapitha (Fig. 1). It should
have four columns.!® [ Abhinava explains: The
Mattaviranis may be square in form and 8X8 in
measure. Apart from these two Mattaviranis,
Rangapitha will be 8X16.] These two Mattavaranis
and Rangapitha should be higher (than the audi-
torium) by one and a half cubit.’ (69-70) After
thus constructing the Mattavaranis and Rangapitha,
Rangaéirsa with six planks should be constructed.!?
[ Abhinava explains: In the wall, common to Nepa-
thyagrha and Rangadirsa two pillars, having a
mutual distance of 8 cubits should first be placed.
By their side, two other pillars, with a mutual
distance of 14 cubits should be placed. These will
be four: and the upper and lower beams; thus
six. )] At this place (of six beams) two doors (for
the exit to, and entry from, the Nepathyagrha)
should be made. (75)

In filling up this (i.e. Rangasirsa), earth without
logs and grass may be used. This black earth must
be dug with a plough drawn by two white bulls.
The driver and the carriers should not be deformed,
Thus the Rangaéirsa should be made. Surface should



f——————

Ancient Indian Theatre B

not be kiirmaprstha or matsyaprstha. Rangadirsa,
clean like the surface of a mirror, is praised. In
this ( surface of the Rahgaéirsa), vajras should be
paved in the East, vaidiiryas in the South, pravala
in the North and gold in the middle.’® (75-80)

After thus completing the Rangadirsa, woodwork
may be commenced. It must have tiha, pratyiha,
various birds and beasts, silabhafijika, nirvyiha,
kuhara, vedika, various other arrangements, yantra,
jila, gaviksa pitha, dhdrani and kapotili. It should
be decorated by various columns supported on dif-
ferent kinds of pavements. (80-85)

After the woodwork, the walls should be com-
pleted. In doing so it should be noted that neither
a column nor a nagadanta nor a window nor a

kona nor a pratidvira should come just opposite a
door.™ ( 85-86) :

The whole natyamandapa must be cave-like!® and
it must have two bhfimis. (87) [ There were various
opinions about these two bhiimis. According to one
view they were Rangapitha's higher and lower por-
tions, like the modern cellar. (?) Second view was
this: there must be another wall running all round
the Mattavaranis, just as there are two walls with
an intermediate passage for circumambulation in a
temple. These were the two bhimis. According to
still another wview there was another mandapa on
the terrace; while others tpok it as advibhiimi
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for the text reads thus: karyah sailaguhakare dvi-
bhwmir natyamandapah. Abhinava’s view seems to
be like this: From the Rangapitha, whence the
seats for the audience commence, to the exit-door
bhiimis should be made, each one higher than the
former, the last having a height equal to the height
of the Rangapitha, so that the rows of the seers
may not cover one another. There must be windows
with gentle ventilation in the mandapa so that it will
be nirvita, and the uttered voice will be properly
heard. After constructing the walls in such a manner
that they may not hinder the accoustic properties
of the hall, they (walls) may be besmeared,®
sprinkled over, and properly levelled, and then
paintings may be drawn on them. Males, females,
creepers etc. may be painted thereon (87-92).

Thus the Vikrstamadhya theatre” should be
constructed. Now we shall discuss the nature of
the Caturasramadhya type.’® (93)

All the sides must be of 32 cubits each. (Fig. 2)
All the details mentioned in the case of the Vikrsta-
madhya may be resorted to in the Caturasramadhya
too. The walls may be made of bricks. On the
Rangapitha there must be ten columns strong enough
to bear the burden of the mandapa. (94-97) [Abhinava
explains : The whole field (32X32) should be divid-
ed, in its length and breadth, in eight parts, thus
making 64 squares, (4x4 each). In the middle 4
squares of it, Rangpitha (8X8) should be made. !

ci. also IT by Gupta p. 37. )|
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Behind it, there will remain a field, 12 cubits in
breadth and 32 cubits in length, out of which
Rangafirsa (4X32) (with six beams) should be made.
Behind it there may be made the Nepathyagrha
(8x32)]1 (Fig. 2).

[ In this, four columns should be placed with
regard to Rangapitha, at its four corners. Then
one, four cubits distant from the Agni corner, on
the south of it; and one, four cubits distant from
the Nairrtya corner, also on the south of it. Thus
two. So also in the north, Then on the East (of
the Rangapitha), two more columns, each four cubits
distant from the I$ina and Agni corners respectively.
Thus ten. ]

Outside these columns, seats of wood or bricks,
for the spectators may be arranged like the series
of steps. Each row must be one cubit higher than
the preceding one, so that the spectators may have
a complete view of the Rangapitha. (98-99)

In this Ranga, first six columns and then eight
columns should be placed. On these the pitha
which is viddhasya and 8 cubits in measure should
be constructed. These columns must be strong
enough to bear the load of the Mandapa and deco-
rated by &ilastri etc. (99-102) [ Abhinava explains :
Two columns mutually eight cubits distant and res-
pectively four cubits distant from the two columns
placed on the south of the Rangapitha should be
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placed. Then one column shoull be placed four
cubits distant from and on the south of the eastern
column put by the side of the Agneya column. Thus
in the north too. Thus six.]

[Abhinava explains the details about the other
eight columns thus: one column, on the north of
the southern wall, four cubits distant from the wall
and the column already placed, should be placed in
the eastern direction. So also on the south of the
north wall. Then two columns according to the
parts of the Ranga, four cubits distant from the
eastern wall. Thus eight.

The above view about the column-arrangement
seems to be that of Sankuka and others. Abhinava
has also noted that according to some other writers
these last columns should be in the Nepathyagrha.
Abhinava, moreover, quotes some verses incorpora-
ting the view of the Vartikakara: but these verses, as
printed are so fragmentary in character that it is
very difficult to get any clear idea about the
columnation therefrom.

Calling this theatre (preksimandapa) ‘candrasaho-
dara’, according to the view of the Upadhyiya,
Abhinava explains his (Upidhyay’s) view about the
columnation thus: The theatre is divided in three
parts, adhobiimi,?! rangapitha and ranga. The first ten
columns should be placed in the adhobiumi. 1 do
not attempt to give its details here as, once more,
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the commentary is fragmentary at this place. Then
the next six columns should be placed on the
Rangapitha thus: four columns, mutually eight cubits
distant, should be placed at the four corners of the
Rangapitha, which is 8 X32. Then other two. Thus
six. These (six) should be eight cubits distant. Then
two tulas should be made in the Rangadirsa which
will be 4X32. In each of these tulis four columns
mutually eight cubits distant, should be placed.
Thus eight.??]

Then the Nepathyagrha may be constructed.
There, one door for entering into Rahgapitha should
be placed. Another door for the entrance of the
people should be placed in front. The second door
should be in the front of the Ranga.? (103-109)

In the Caturasra, the Rangapitha should be of 8
cubits (8X8). Also two Mattaviranis of the same
measure as given before, should be made by the
side of the Vediki?. Rahgadirsa should be raised in

the Vikrsta type and even in the Caturasra type,
(105-107)

Now the characteristics of the Tryasra type. It
should be tryasra i.e. triangular, in the middle of
which the Rangapitha should be triangular only.
In such a theatre, the door also should be in the
same corner: and the other (door) should be made
at the back of the Rangapitha. With regard to the
walls, columns etc. in this type of the theatre the
details as given for Caturasra should be followed.
(108-111)




Comments and Notes

1. Comments

1.. I shall, now, try to clarify the uses of the
various parts of the theatre. :

Nepathyagrha and the auditorium do not require
more comments. It was in the Nepathyagrha that
‘the actors did their ‘make up.’ It is likely that
this green room had two parts—one for the male
actors and the other for the female actors: and the
two doors leading from the green room to the
Rangadirsa should be convenient from this point
of view. ‘

In the Ranga or auditorium, there are one or
two points which may be noted. It seems that in
the Rectangular type, the sitting arrangement was
sloping but on the ground. Slope given was 2.
But in the Square type, due to lesser floor area
available, a tier-arrangement is recommended. In
this type, according to the text, galleried seats or
tiers should be made of bricks or mud, each rising

by 1¥.

According to the measurements givenin the text,
in the Vikg-g‘gamadhya type, the Ranga will "be
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48" %48/, This is the largest type recommended for
men. An area 48/X48 will accommodate about 5{)0:
to 600 spectators. It should be remembered that
according to one view, thére must be two storeys
to'the Ranga, in which case the auditorium will
accommodate about 700 spectators. But the text says
that measurements may be in hastas or dandas. Now;
one hasta'is 1%, but one danda is 6. If we take
the measurements in danda, Vikrstamadhya will have
a Rahga of 48X48 sq. dandas i. e.- 288/ X28¥, which..
will give a floor area rof 82,944 sq. ft. This area.
can accommodate about 20,000 men. Further, the
largest type admitted in theory is Vikrstajyestha,
which will have a Ranga of 54X54. If we take
hasta measurement this will mean 81'X81'=6,561
sq. ft., accommodating 1,500 men; but if we .
take danda measure, it will mean a Ranga of 324’X
324’ =1,06,976 sq. ft. which would accommodate about
25,000 men. One may doubt if ever such large
theatres were actually constructed. Without giving
any opinion about - conditions in ancient India, I
shall, here, point out that in ancient Greece audi-
toriums were made for 20,000 or 30,000 and in
some cases for 80,000 men. Of course, such audi-
toriums had no roof and were mostly on hiil-sides, so
that sitting-arrangements could be made on hill-slopss.
(See Encyclopaedia Britannica under ‘Theatre-Greek.”)

"It is certdin that ‘there was a wall between the
Nepathyagrha -and Rahgasnrsa ‘In front of the Nepa-
thyagrha, there weré two portions, one-called Ran-
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gagirsa and the other called Rangapitha. We must
first fix up the dimensions of Rangagirsa.

In the diagrams that I have given, I have shown
Rangagirsa (RS), at the back of the Rangapitha (RP).
But Shri Raghavan has, in his diagram, shown RS
to be 8 x8 sq. hastas and has located it just in the
centre at the back of the RP. In so far as f&rsa
and pitha imply a metaphor of the human body,
Shri Raghavan’s view does seem to be plausible. I
think that in fixing the dimensions of the RS, the
following considerations cannot be lightly set aside.

(1) Abhinava, at one place, says ‘astahastam ran-
gagirah (p. 57). which may- mean that RS was 8
hastas square.

(2) According to Abhinava RS was used as

under:
g=es ER: afgmal gt FEet-tE ARggeeeEy
graETgatae wdeged agmew e (P. 57).

Again it is said:

At FraEd ®Em=sAt T 998 ey A IwaT:
491 (P. 63).

According to this, RS has the following uses:
(1) Waiting-place for the characters which are
about to enter, (2) retiring-place for the charac- |




I Ancient Indian
Dramaturgical texts re-
cognise three main types
of: Theatre, viz., Vikrsta-
madhya or Rectangular
(96’ X 48’ — Fig 1), Catu-
rasra or Square (48/X48’
—Fig 2) and Tryasra or
Triangular (Fig 3-all
sides 24’). One text re-
cognises a circular or
Vrtta type also.

II The theatre was
divided into the follow-
ing parts:

(1) Nepathyagrha or
Green Room. This had
two doors leading to
Rangasirsa.

(2) Rangagirga, Ran-
gapitha and Mattaviranis
—These formed the Stage
proper, where the actors
waited, musicians sat and

% NEPATHYAGRHA

B
™ panGasirRsa

o RANGAPITHA [MATT
S wm E VARANI
s
@
o
(-3
8 4,
.o RANGA
¥ AUDITORIUM
L ] ”
48-0 >

RECTANGULAR THEATRE
FIG. 1

NEPATHYAGRHA

.  RANGASIRSA

e © & o ¢ o
‘ -
I-. RANGA = I
ag

SQUARE THEATRE
FIG. 2

24

TRIANGULAR THEATRE
FIG.23

Block, by courtesy Birla Vishvakarma Mahavidyalaya.

the characters acted their parts. For details see pp.
12 ff. Exact use of the Mattaviranis is not known,

however see p. 32.

(3) Ranga or Auditorium, where the spectators

sat, For details see p. 10-11.

III Readers are requested to note the following
points while consulting the figures.

(1) Back of the
Mattaviranis, which is
shown in Fig 1 and 2
by a black line, had a
wall. See p. 13.

(2) Musicians sat in
front of the $iddaruka.
For details see p. 13and 34.

(3) In Figure 3, there
are five rows of columns,
They form three sets,
but the distinction bet-
ween these sets has not
been clearly shown in the
figure. The fi1st set has
ten columns, second has
six and the third has
eight. These may be
distinguished as under:

First set (ten cols.)—
1st row: 2nd, 3rd, 4th
and 5th. 3rd row: 2nd,
3rd, 4th and 5th. 4th
row: 2nd and 5th.

Second set (six columns)—I1st row: 1st and last.
3rd row: 1st and last. 4th row: 2nd and Sth.

Third set (eight columns)—2nd row: all (2nd and
3rd doubtful): 4th row: 1st and last. 5th row: both.

(4) Four columns of the §addiruk: are shown in
Fig 1, in the back wall of the RS/, between the two
doors. They are not shown in Fig 2, but they should

be there.
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ters which exit and (3) the decorative portion of
the theatre.

Abhinava has called RS to be the decorative
portion of the theatre and I think that this is with
reference to saddiruka. On the front wall of the
green-room, in the space between the two doors,
(the space which was 8 hastas long) a decorative
wooden panelling with four pillars was to be made.
This decorative wooden panelling is called saddiruka.
The length of this panel was 8 hastas. This formed
the back-ground of the RS. This would lend support
to RS being 8 hastas square.

Thus from the viewpoint of the saddiaruka and
the metaphor of human body lying flat, RS seems
to be 8x8 sq. hastas.

But let us consider further. In Adhyaya Fifth,
Abhinava has said that the musicians must sit
between the doors of the Nepathyagrha. That is,
the musicians will sit just in front of the saddaruka.
Musicians were about 10 in number, thus-1 mairda-
igika, 2 panavikas, 1 giyana, 1 vainika, 2 Van-
takarikas and at least 3 Gayakis (plural giyakyah
is used.) Out of these at least six men will sit in
front of the saddaruka. If RS was 8X8 sq. hastas,
and was located just in front of the gaddaruka, a
large portion of it, will be occupied by these
musicians.

But Abhinava says that RS was also used as a
waiting-place for the characters who were to enter
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or exit. I think that the area 8X8 sq. hastas in
front of the saddaruka will be altogether unsuitable
for this purpose. It is impossible that an area 8X8
8q. hastas can accommodate 6 or 10 musicians plus
the actors who had to wait. Moreover, it will be
most improper if the actors wait just in the middle
portion, which is the most decorated part of the
theatre. -

i1, therefore, think that the actors must have
waited in the space located at the back of the
Mattavarani’s and the whole field at the back of
the RP was called RS. At least, that seems to have
been the case in the days of Abhinava.

Now, it is said that RS, in the Vikrstamadhya
type should be higher than RP by 1} hastas,
There is no clear evidence, but looking to the
whole plan, I think that only the area of 8X8 sq.
hastas in front of the saddaruka was raised up
and the sides were on the same level as the RP,
and it was on this raised platform of BX8 sq.
hastas, that the musicians sat.

Let us in this connection remember one other
thing, In the fifth Adhyaya, Abhinava says ( p. 212)
& qataw wdEaAtsEe |

: _This means that there was a curtain between
RP and RS, While  explaining the items of
Pdarvaranga, NS talks of some items as being
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r3d

performed behind the curtain and others outside the
curtain. Abhinava explains that the nine items upto
isirita were performed inside the curtain, then
the curtain was lifted and then the other items
were performed. Items to be performed behind the
curtain were trying the voices of the musicians
and tuning up of the musical instruments. All this
shows that there was a curtain between the RP and
RS and this curtain is known even to the NS¢

itself.

It has been prescribed that on the two sides of
the RP, there must be two Mattavaranis, each 8 X8
sq. hastas. At the four corners of these Mattaviranis,
there were four pillars, Were the Mattaviranis
separated from the RP by walls? On one side of
each of the Mattavarapis, there will be the side
wall of the whole building. In the front of the
Mattavaranis, there can be no wall. Nor, I think,
was there a side wall between the central portion of
RP and Mattaviranis. But I feel that there was a
wall at the back of the Mattavaranis, the wall
being 8 hastas long. It is behind these walls, that
the actors will have a waiting place. Abhinava has
used dgacchatim ca guptyai. The word gupti, 1 think,
shows clearly that the actors used to wait or retire
behind the back walls of the Mattaviranis. Then
only can they be invisible to the audience.

According to Dr. Subba Rao (P.438), Mattava-
ragi is not a portion of RP, but is aline of intoxi-
cated elephants, with four posts for tying their legs.

¥
‘t"r.
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He means that in the front of RP i.e. in the front
of the platform, there is a decoration made by a
running line of elephants and that is Mattavirani.

16 Ancient Indian Thea're

Looking to the etymological sense of Mattavi- =
rapi ( 7% = with rut and gor = elephant ), Dr. Subba

Rao’s view seems to be reasonable. But there are
two objections to this. One is the compound

Ageearaaargwi and the other is the word 7§ A
decorative line of elephants need not have four
pillars (#¥7 ). Therefore he proposes to emend
za¥q to ¥@+4, and takes it to mean post (to which
the legs of the elephant are tied ). This emendation
is not warranted. Again according to him, the
decorative line is to be on the f‘ront wall of the
platform (RP) but the word ary (adftzer o 3
F4591 AR ) means side and not front. He has there-
fore twisted the sense by saying that every rectangu-
lar block has four sides and front wall is also a
side and the word qrff is used in this sense. I am
afraid that this is too much twisting. a3 cannot
mean front.

I am therefore, content to retain my inter-
pretation of Mattaviirani, which has the clear
support of Abhinava.

Dr. C. B. Gupta agrees with me in this regard.
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Thus the arrangement will be as under. Between
RP and RS, from both the ends there will be a
wall 8 hastas long and in between, there will bea
space of 16 hastas, where there will be a curtain,
which is the curtain referred to by Abhinava as
being between RP and RS.

The Vikrstamadhya, thus, will have these parts.
Auditorium (Ranga )=32%32 sq. hastas. Ranga-
pitha proper (8X16) with a curtain at the back
16 hastas long. Two Mattavaranis on the two sides
of RP, each 8X8 sq. hastas. These Mattaviranis
will have one side wall and one back wall. At the
back of this (i. e. RP and Mattavaranis taken
together ) there will be a space 8 x32 sq. hastas,
called RS, out of which the central portion of
8X8 sq. hastas will be a raised platform one hasta
higher than the RP. At the back of this RS, there
will be a Nepathyagrha 16X32 sq. hastas. In the
front wall of this Nepathyagrha on the side of the
RS, exactly in the centre there will be a decorative
wooden panel (the saddaruka) with four vertical
pillars and two horizontal beams.*

The stage, thus arranged, will present a pleasant
sight. Exactly in the centre, in a recess there will
appear the decorated sadddruka. Then nearer to the
audience by 8 hastas, there will be the two back

* Mr. Monomohan Ghosh. ( IHQ June, 1933.) thought
that RP and RS were identical snd not two distinct parts
of the theatre. But I have shown that it is not so (IHQ Dec,
1933.) I have discussed the whole position in Appendix I.
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walls of the Mattaviranis. These back walls also
will be decorated by various designs etc. In between,
there will be a curtain 16 hastas long. This curtain,
when raised will exhibit the 8x8 platform in a
recess with the musicians all properly seated on it.

The explanation of saddaruka is given by mein
accordance with what Abhinava hassaid. Dr. Subba
Rao interprets this from the constructional point
of view thus.

“ Looking at it constructionally, the Rangapitha
has its floor and its head, the Rangag&irsa.t To su-
pport the latter over an area of 48'X24' in the
Vikrsta type and 48 X12/ in the caturasra type, it
is essential that the Rangasirsa must be provided
with cross-braced frames. These admit of small
sections of timber to be joined together to
result in a strong support, otherwise requiring a
huge piece of timber. This involves 6 pieces of
timber as per sketch No. 5 and is a real wgzIEs,
necessary and useful for the support of Rangagirsa.
Modern mathematical analysis of framed structures
conclusively reveal that cross-bracing (involving
6 pieces—two horizontals, two verticals and two
diagonals i.e. (9g3®%) is meant fo combat a
reversal of stresses. Itis well-known that reversal of
stresses is due to moving superloads. It is obvious
that in a1z the performer has to move over the

entire stage, not lightly but with heavy thumps
and not once in a way, but many times in quick

 Here he has taken RP and R< as distinct.
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succession. The consequent reversals of heavy stresses
call for a framed support, properly cross-braced.
" The ancients of India were certainlv adepts in the
use of timber. [t, therefore, needs neither effort
nor hesitation to suggest that wgzzre® should be

nothing but a frame with cross bracing. qEITES

gives necessary strength and by connecting the
upper and lower floors of the fzif by the use of

zig (timber) gives the 7zafty that resonant qualities,
it very essentially needs from the accoustic angle”

This is a very plausible interpretation and we
may agree with it. Only, it presupposes wooden
flooring of the stage. If we believe that the ancient
Indian stage had wooden flooring, the above ex-
planation of saddiruka seems to be quite plausible.
I have retained my original explanation, because
it is based on Abhinava and represents one view.
This is another.

(2) I shall, now, place before the laarned world two
or three points for clanflcatmn

(i) The question whether our theatre had a roof
or it was, like the Greek theatre, open overhead,
has not been touched by the Natyasastra; but there
are indications which would force us to admit the
existence of some kind of roof. In the section on
column-arrangement the Natyasastra requires the
columns to be Sasta maVdapadhanrave ( 2, 94) and
drdhanmadapadharate (2, 97), which would indicate
that there was a roof. This is corroborated by the
fact that Bharata praises a failaguhikara - (2, 84)

=
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theatre, which, too, would suggest a roof: and
Abhinava, in explaining, why the theatre should
not be too wide or too narrow, stresses on the
point of its properties of resounding (anuralana p.
54), which again points to a roof. The Natyasastra
itself frequently uses the term natyamaldapa for
the theatre. All this, I think, shows that there was
a roof to our theatre.

(ii) The position of curtain in our theatre is
doubtful, for the Natyasastra has no specific
statement with regard to it, Neither the term ‘pati’
nor the term ‘yavanika’ occurs in the second Adhyaya,
though ‘yavanika’ is apparently, known to the
Natyasatra, as it occurs at 5, 11-12. Of course
this may suggest an earlier character of the contents
of the second Adhyaya. Though I do not know on
what grounds Keith and others put the curtain
between Rangaéirsa and Rangapitha, I have come
across a reference in Abhinava's commentary
explaining its position thus: yavanika ratgapithatu-
cchirasormadhye (p. 212), but there is no reference
which gives it a character of parting from the
middle. I think, this character given by European
scholars to ‘pati,’ in explaining stage-direction
‘apatiksepena’, has no ground. Moreover it is
believed that the word ‘yavanika’' takes its origin
from the practice of. using foreign cloth for the
curtain. In this connection Dr. S. K. De writes ‘to
me: “I have found in some Mss. and printed texts
of some Sanskrit dramas, the word ‘yavanika’ is
given as ‘yamanika'....] suppose that this is the true
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form of the word, as the word then etymologically,
would mean ‘a covering or a curtain’ from root
yam, to restrain.” I think that the above suggestion
is probable for there is no sense in deriving yavaniki
from the above-mentioned practice. 1f the idea of
curtain was not borrowed from the Greeks, why
should the material be borrowed ? There is, by the
way an attempt made to derive ‘yavanika’ from
root yu, yunoti dvrpoti anaya iti (Commentary to
Kuttanimatam, ed. by T. M. Tripathi p. 359).*

In this connection there is one other doubtful
point. Had our theatre more than one curtain at
any time or was the curtain ever raised ? Damodar-
gupta in the Kuttanimatam describes the performance
of Ratnavali, wherein, the following occurs: The
king with Vidisaka ison the Rangapitha. Two maids
come and after much dancing and delivering the
message to the queen, go way—>babhtivatur javanika-
atarite ). After that the queen’s entrance is' thus
described : apanitatiraskarivi  tato'bhavannypasuta
samam cetya. What does this mean ? The commentator
says: apanitd tiraskari:i durikyta patricchadakajavanika
yaya tadysi abhavat.?

Was the curtain, then, actually diirikrta or apanita ?
It seems the word apanita, in the text, is unmistakable.
May it be that the curtain was actually removed
wholly at some time in the progress of the act?
We often find in the extant Sanskrit dramas the

*In an article called ‘ The Curtain in Ancient Indian
Theatre * Published in Bharatiya Vidya vol. ix 1948, Dr. De
has discussed this questiun at length.
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stage-direction ‘nepathye.’ Now if the curtain,
which was supposed to be between the Rangapitha
and Rangadirsa, was down all the while what would
be the propriety of the word ‘nepathye’? Nepathy-
agrha, as we know, was situated behind Rangaéirsa;
and as Rangadirsa would be divided from Rangapitha
by the curtain, it would be the place where. if the
curtain was down all the while, speeches from
behind the curtain should be uttered. But this
apparently cannot be meant by the word *nepathye,’
which must refer to Nepathyagrha. Therefore the
stage-direction ‘Nepathye’ must have come into vogue
at a time when curtain was raised : or may it not,
more probably, be reminiscent of a time when our
theatre had no curtain, which then we shall have
to take as added later on? This last alternative is
more probable because according to the original
plan of the theatre as givenin the second Adhyiya,
it had no place in the theatre.

That there was no drop-curtain to our earliest
theatre seems to be clear enough, from the peculiar
ending of the acts in our extant dramas. Our acts
never ended with any incident which may be called
dramatic or sudden as is often the case in our
modern dramas. Prof. Hudson has drawn attention
to the similar condition of the Greek theatre and
the acts in all our Sanskrit dramas end usually by
some description of the time of the day or by some
other quiet suggestion to the characters on the stage
to exit. This peculiar tame endings of our acts are
due to the ahsence of the drop-curtain.
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(iii) There is one passing reference in Natyas'astra
which puzzles me to some extent. In 13th Adhyiya,
which has been designated by Abhinava as Kaksyad-
hyaya, though in the printed copies we find it called
as Karayuktidharmivyafijaka, it is stated:

a1 J9eamEg} A 97 SRR

adatres fFE a9 &9 gt

Fggifawml fage wdtsaferam

aftRor wger e e wifs

FeRAN Ff gEifor anfr =)

ITAHATRaEAIAT Eft q49r)

gfydtards daed gao=wg)

quI: AR qdar fafreayn

ADHAT VA EEASAANT ar )
FAFAISINT qaf T gAf 9

L R 7 a7 =T 2§ 3 @53 qar

gL a1 afass ar 2meg aftgenda

99 9fEgr T F [TEASEEET g

9end, afFsEd FAT FAAF g A9

ani g Faweg: a1 AfAT wEweeey

grgmiaga: F4i...... Zr@fAagay |

While explaning the two doors from Nepath- ;
vagrha, Abhinava points out that these should be g
placed kaksyivibhagena. What is this kaksya? Was :
Rangapitha actually divided into certain parts to -
represent different places, as enumerated above in
verses 4-7? But then the third verse which seems
to mean that in the absence of kaksivibhiga it

ST
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should be shown or represented (nirdeéya) by means
of circumambulation on the rangapitha or ranga, which
term is here used in the sense of rangapitha, goes
against this. The usual stage-direction ‘ parikramya,’
so frequently seen in our Sanskrit dramas would
support this. The same absence of kaksdvibhaga is
indicated by verse 8, wherein it is stated: “As there
are no kaksds, those characters who enter first
should be considered as in the inner apartment,
those who enter afterwards would be in the outer
apartments and those who enter still later should
stand facing the south.” This too would point to
the absence of kaksi. Also the statement in verse
6 that those places shoud be known by varnpana
suggests kaksabhiva, but verse 4 again raises a
doubt, for we are to understand gardens etc. by
kaksavibhiga. But if there were no kaksis, as it
seems, why then does Abhinava prescribe doors
kaksivibhiigena ? Or was the kaksivibhaga imaginary?
Or may it after all be the function of the Mattava-
ranis, which were in a sense distinct from the
Rangapitha and yet formed a part of it? If we
accept Abhinava’s second view that Rangapitha and
Mattaviranis had the same height this would be
rendered possible.

Dr. C. B. Gupta (p. 38) has said that the stage
was divided into Kakgyds (divisions), for the
representation of change inscenes and other objects.
Kaksyas were abhyantara, madhya and bahya, for
further details see his book pp. 38-39.
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3. Dr. P. K. Acharya has discussed the theatre
in his paper on ‘The Play-house of the Hindu
Period ’ published in Dr. S. K. Aiyangar commemor-
ation Volume P. 36 ff. I have, however, found that
his interpretation at some places is not proper.

(1) He has taken Vikrsta in the sense of circular
or semicircular (p. 372), but this is not correct
as is shown by the measurements given in the text.

(2) The arrangement of pillars as explained by
Dr. Acharya differs from what I have said. Those
interested are requested to verify both the interpre-
tations from the text.

(3) He says that ‘n the Triangular type, the
auditorium should be triangular. This is not vouch-
safed by the text.

4. Shri K. R.Pisharoti in his ‘ The Ancient Indian
Theatre * published in Rajah Sir Annamalai Chettiar
commemoration Volume (1941) has shown the
sitting arrangement of the musicians wrongly.

5. The Silparatna has some discussion about the
theatre. But when we compare the description given
above with that of the Nilparatna,® it will, at once
be seen that the Silparatna tries to describe the
Natyamandapa which was usually attached to the
Royal palaces, while the Natyaiastra describes
the usual theatres which were mostly meant for
the ordinary people. It is a recognized fact that
the rich ancient Indian kings had pleasure gardens,
small theatres etc. attached to their spacious palaces,
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generally for the diversion of their harem. That the
Silparanta describes such a theatre, is borne out by
the following:

qraEargE FATAvETEl IgEA )

g@qwqﬂvﬁ g witamved & |

mavETEd f§ FTAveTd T

Here nrtta is meant as natya, though often it
would seem that only nrtta was meant.* 1 am
appending herewith the relevant verses from the
Silparanta (see Appendix I.). Inspite of the text
being hopeless, it will be seen that the general plan
described therein corresponds to the plans as given
by the Natyasastra.

6. Visnudharmottara has the following (III, 20 4)
about theatres.

oTEl wgeRa: WA @oEd Aty 41 afg: )
A wved wa EgAvEd fER wEEL 0
amd  Age g gifagEatRa )
apa A weeqAnd  fEgomEeE
S A Faed  TRERIGWEH |
&x waft awadl e AL
fedsAnT Aed afEs

Lasya may be presented either in a theatre or
in an open space at will; niitya should be presented
only in a theatre. The theatre might be of two
types, rectangular and square. The square should
be 32x32 sq. hastas.

Rt e e O
* Cf. Mankad, The types of Sanskrit Drama, Ch 1
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7. Sahgitamakaranda of Narada talks of only the
square theatre of 96 x96 sq. hastas.

8. Natyasarvasvadipiki, a ms.in BORI (No. 41 of

1918-19 ) has 128 instead of 108 for the Vikrsta type, see

Fafa: afs3aer AFs=gaa . Fol. 11, 1.5

sqaq Aggsitfo gamnfa s o

g weg A g qrezwaEicad (1.6)

s fa(zse:) faames: e afefia wm:

A TRl ARSI

agafgsirgaiadaa g aem

i aata gedk (1.8)

9. So far we have noted three types of theatre
as described by Bharata. The Bhavaprakasanam,”
however, has the following three types: Caturasra,
Tryasra, and Vrtta. They are defined by
s'araditanaya thus,

qeaefs: wefy qitsraed: agy
U FHAH I IAEI AT ¢
TRFISTATFRATINGEA G ¢ |
7T afta® TS TIE: q T |
wferagafaeE: agra:giwse
qigsar ag 39 enegaisdl TgAvT

But no measurements are given in this connection

by the author. Evidently these are the types of
theatres attached to Royal palaces.

10. It seems that Manasara,” a very comprehen-
sive treatise on Indian Architecture has a chapter
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on this type of theatre attached to Royal palaces.
Dr. P. K Acharya summarises the chapter as
follows:

“It (madhyarangavidhina) is provided with dwarf
pillars or pilasters (anghri-pida) and consists of
various members (masuraka, vedi, maneka, kuttima,
upapitha etc.) and with eight or sixteen ksudranasis.
The upper portion is adorned with figures of
leographs (vyili) and crocodiles (makara). From the
last but one verse of the chapter it is evident that
there must be a close connection between the
muktaprapanga onthe one hand and the simhisana.
the makara-torana and kalpa-vrksa, on the other
hand, the latter three subjects being discussed in
the immediately preceding and the following chapters.

............ it will be seen that materials used for
the muktaprapinga etc. are wood, stone, brick
( terra-cotta ?) and various kinds of metals (loha,

literally iron)."”

The above account however, does not furnish
any specific details about the theatre.

NOTES

1. I have relied upon the edition in the Gaekwad
Oriental Series, which also publishes, for the first
time, a portion of the commentary Abhinavabharati.

2. A Dictionary ef Hindu Architecture, by Dr.
P. K. Acharya, 1927, Allahabad. (Henceforth abbre-
viated as DHA).
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3. DHA in Appendix I notes more than one
hundred and seventy works dealing, more or less,
with architecture.

4. Vikrsta seems to have been used in the sense
of rectangular, for Abhinava explains the term at p.

50 thus: ‘vibhagena kisto na tu catarasru diksu sam-
yena.” Moreover the measurements given by the
Natyasastra also point to its rectangular nature, for
they are in the case of Vikrstamadhya, 64X32 and
so on. Acharya is wrong in taking Vikrsta in the
sense of vrita or circular. Caturasra is used in the
sense of a square and Tryasra in that of a triangle,
though Caturasra would etymologically mean a
rectangle. Gujariti, even to-day has ‘Coras’ which
means a square and which is a direct evolute of
caturasra, the processs being, caturasra=caurassa=
coras.

5. Abhinava accepts this view and looking to
the context of the whole Adhyaya, this view of the
nine divisions seems to be the correct one; yet the
Natyasastra has two verses, repeated twice (13-14,
25-26), which very clearly propound the first view.
But these verses seem to heve been interpolated, as
Abhinava has not commented upon them at both
the places.

6. The table of these measurements as given in
the text is this—8 anus=1 raja: 8 rajas=1 vala:
8 valas=1 liksa: 8 liksds= 1 yuka: 8 yukas=1 yava:
8 yavas=1 angula: 24 angulas=1 hasta: 4 hastas=
1 danda. This list substantially agrees with the one
given in Kautilya's Arthasastra.
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7. The above-mentioned (note 5) nine varieties
will be these: Vikrstajyestha=108X64. Vikrstama-
dhya=64%32; Vikmstavara=32X16; Caturasrajye-
stha=108 x 108; Caturasramadhya=64X64;  Catu-
rasravara=32x32. Tryasrajyestha, Tryasramadhya,
Tryasravara. (I have not given the measurements
of the Tryasra type as no clear indication of the
same is seen in the text.) All these measurements
given here by me are in accordance with the 10th
verse of the text. That verse explicitly states that
Jyestha is 108, Madhya is 64 and Avara is 32 cubits
in length, which apparently means that each of the
Jyestha types, should begin with 108 cubits. Accord-
ing to this understanding I have given the measure-
ments above, but they are quite irrelevant looking
to the whole discussion in the paper. In the second
Adhyiya, verses 20-90 describe the theatre of 64 X32
cubits, which the author of the Natyasastra calls
Vikrsta; and further on the text says that there
must be Madhya type only amongst mortals. Con-
necting both these statements I take this type of
64x32 to be Vikistamadhya type. Then verses
91-105 describe the type of 32X32, which the author

calls by the name of Caturasra: this also, I take to

be Caturasramadhya on the same understanding.
But it will be noted that the measurements given
by me above, are not in conformity with the Catu-
rasramadhya type as just noted. Both these state-
ments can be harmonised, I think, in only one way.
1 quote three verses in this connection.

&
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fageagraa sqezag g Aveq: |

dai sitfor samnfa 939 @ef qEERg 0 < 0
gAY FEY gEagveadan |

ad =g} Fgafesar DEaET a1 0 20 0
wearad a0 548 AgafEEg a=ag
FHFEg a4 A g giEwiEsad 0 99 0

It will be remembered that in two of the verses
taken by us as interpolated, Vikrsta was equated
with Jyestha, Caturasra with Madhya and Tryasra
with Avara. That statement would be relevant by
itself, but if it is taken in connection with these
three verses just cited, there will be good harmony
in the whole construction. Verse 9 expressly states
that Jyestha etc. are the praminas of Vikrsta etc.
and verse 10 gives these measurements. Connecting
both these verses we may say that Vikrsta has the -
Jyestha measurements, which is 108 cubits; therefore
its varieties should begin with 108 thus: Vikrsta-
jyestha =108 64, Viksrtamadhya =64%32, Vikrstavara
=32%16. So also connecting verses 9 and 10, Catu-
rasra will have Madhya measurements i. e. its varie-
ties will begin with 64 thus: Caturasrajyestha=
64 % 64, Caturasramadhya =32X32, and Caturasrivara
—=16x%16. I think that this is the only way to har-
monise these otherwise conflicting statements.

8 Abhinava explains Ranga$irsa thus: (p. 57
pravidatar patralarvi cantassthanasn and further on
as (p. 63) tatpatrandrvi visrantyai agacchatawm ca-
guptyai ratigasya sobhayai ratigasirah karyasi.
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9. This is not quite clear, but Abhinava helps
here. I shall quote the text and the commentary.

AgeAfeFRU=Far Famargaeaa: 1 3o
ggdt 1 wAgEn fgangaer asg g o
gaaafaaia (v, 1. aeneagtini)
T 9FETA ) co
a9 framEisg AeegagEarERa

Comm. =gsfzzeageaieaisa  (danda printed
here in the edition is incorrect and I delete it)
nfEeET &5 ofen w9 gd fawanw 3EE @ goEEg:
gl dfysafa % 99 a8 @ faearo g gaa) aa:
qegEE! & aE WaEd: | s wrade fausamee (@t
afamal gEnell [ AEgRIER  gAEagagateader
wieged qages faw | ages g Taify dewes fewsE
wafy R oo 98 Feenfys 9 a9 gy i
A 1 a7 S freara: diew IawagaEr 3 FAA0 @R
Aaxy fReafaafa e3ar amEsfeenfy fgsd  faafaf
qeAE |\ 43S T fEs w@w & (9%-39) ifE

Both the text and the commentator are very
clear that the length of 64 cubits should be first
divided into two equal parts. Thus we will get
two parts of 32X32. Then before proceeding
further one should properly understand the word
prsthato in 40 and the word pascima in 41.
Abhinava explains that prstha means that which is
at the back of the actors. Out of the two parts of
32X 32 cubits, one is in front of the actor (i. e. the
auditorium) and the other at the back of the actor.
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This portion of 32X32 sq. cubits at the back of the
actor should further be divided into two. Then
there will be two parts here thus 16X32 and 16X32.
Out of these two, first part of 16X32 is called
prsthagata by Abhinava and the other partof 16X32
is called pagcima. Abhinava says that this first part
of 16%32, should be divided into two ( which will
be 8x32 each.) Here Rangasirsa of 8 cubits should
be made, and at its back Nepathya of 16x32 sq.
cubits should be made. Both the text and the
commentator support this interpretation fully. It is
clear that Nepathya should be 16X32. In front of
the Nepathya there must be Rangaéirsa of 8X32
and in front of this there must be Rangapitha of
16X8, though it is not mentioned in the above
quotation from the text. But Abhinava has discussed
this. He says that according to some, Rangapitha is
16 cubits long and 8 cubits wide, while aceording to
others it is 8 cubits long and 16 cubits wide. But
Abhinava is in favour of the first view. According
to this view. the portion (8X32) just adjoining
the auditorium will be thus divided. In the centre
of this portion there will be Rangapitha of 16X8
sq. cubits and on both the sides of this Rangapitha
there will be two Mattaviranis of 8X8 sq. cubits
each. According to the other view, I think,
Mattaviranis will be 12X8 sq. cubits each and
Rangapitha will be 8%16 sq. cubits. In this case
half the portion (8X8) of Rangapitha will jut out
in the auditorium:
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'10. 'The text'is not clear as to the ‘use of Mat-
tzﬁavir"arﬁs.‘ Dr.’ Acharya (DHA., p. 492 ) has a word
- Mattavarapa® which he takes to be ¢ éntablature.’
But it does not fit in here. It is gtiite evident that
the Mattaviranis were some special portions of
Rahgapﬁha.' They do not serve the: purpose of the
modern wings, for that is the sense -assigned to
Rangdéirsa by Abhinava as quoted above.

About the four columns Abhinava w;ites thus;_

R e e fag=ar AvEaRAIT
afgers | Aifedrdt  eanEd ads aRfimegetal
IR IEC Pl PEAS IR rpRATReTRET ARG
Aot AR | 2

~ This means that two columns are to be put on
the outside ‘e side wall mutually 8 cubits
distant. Other two columns are to be placed inside
the field of the Rangapitha, in such a manner that
these two columns are 8 cubits distant both from
the two walls and from the columns in the wall.
Thus a Mattavarani will be 8X8 sq. cubits.

: 11. In this connection tlhe Natysastra has :‘ (2',
67-68a ), ‘ ' %
ik L 2 A 4 s |t

whzes a0y § R AT,
D0 g aR T gfesama
S0 walemaeg gden ATty
SRR Adveged w9 TSI o o
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Abhinava has the following to comment:

s=awy  ewaEisa (f) T afipREan 3 AEE-
aRamT gEA: FA AR i frad qrw d afari-
ffte e o qEN U3 ACIIRTEN wdsEan 3
AT AT i wafq | a9 AT
e LIt icofe ol R S |
SRR | ‘

The interpretation of the text is rendered doubt-
ful by the word ‘rahga'magdapa"used in 68a. What
does it refer to—rangapitha or the duditorium ? Com-
mentary of Abhinava apparently notes two inter-
pretations: ateording to one the Mattavaranis were
one and half cubit higher than the Rangapitha;
according to the other view, which seems to be
Abhinava’s also, Rangapitha and Mattaviranis had
the same height. This second view on the whole
seems to be the correct ome, for it would be rather
unnatural to find Rangapitha, which would be the
centre of all action, to'”b'e lower than the Mattava-
ranis. Moreover, if the Rangapitha and Mattavaranis
had the same height, it would fit in with two other
points. The graded seats of the auditorium require
the last row of the seats to be equal in height with
the Rangapitha, according to Abhinava: and our
suggestion that the Mattavidrapis may have been
used as Kaksis would also have some value only if
we take it to, have the same, height as the Ranga-
pitha.

Incidentally; T note that Rangagirsa was higher
than the Rangapitha in the Vikrstamadhya type and
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of the same level in the Caturasramadhya type. See
verse 104 (Second Adhyaya).

12. The purpose of Rangadirsa has already been
explained (note 8). Also it seems that there was no
wall between the Rangapitha and Rangasdirsa and that
there was a curtain instead (see above). Moreover
in Adhyaya fifth verse seventh, it has been pointed
out that musicians also should sit in the Rangasirsa
thus: Mardangika facing the east, between the two
doors of the Nepathyagrha: Papavika on his left:
Giyana (ka?) on the south of the Rangapitha, fac-
ing the north: Gayikis in front of him on the
north, facing the south, and Vainika on their left,
and on their right Vamsakarikas.

12a. This means that, in the front wall of the
Nepathyagrha, the central front has a decorated
wooden  panelling 8 cubits long. This central
panpelling has two columns at two ends, and two
more columns mutually four cubits distant and each
2 cubits distant from two end columns. These pillars
have one wooden beam on the top and one at the
bottom. Thus there are six wooden beams. This is
saddarukam, the six-beamed panelling. This wooden
panelling is to be decorated by various designs as
is described further in verses 81 to 85.

13. For pavement comp. DHA., p. 137.

14, Commi..iviss dvarena viddham parasparasam-
mukhibhiitamadhyam na kuryat, ‘
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15, This shape is apparently preferred for ac-
coustic properties.

16. Cf Comm. bhittilepe bhasga (safikha) valuka-
suktikalepak.........

17. Cf, note 7.
18. Cf. note 7.

19. In explaining the view of the Upadhyiya
regarding columnation, Abhinava calls Rangapitha to
be of 832, which seems to include the Mattavara-
nis. But previously he gives 8X8 as the measure-
ment of the Rapgapitha. If now we want to apply
the proportional measurement of Vikrsta type to the
Caturasra type ( Cf. verse 92) and if the Rangapitha
is to be 88, then the Mattaviranis must measure
4%X8 each. But verse 103 is clear in saying that
Mattavirangis shall be constructed according to the
measurement given before (puirvaprama:anirdista kar-
tavya mattavarati). What is this purvapramaza? It
cannot be the one given in the Vikrsta type, that is
8x16. I have, however, shown the Mattaviranis in
Fig. 2, as I understand them to be.

20. It will be seen that this accounts for six
and not eight columns. I have shown the seventh
and eighth columns in Fig. 2 as I have under-
stood them:,

21. It has been mentioned before (cf. note 11)
that Rangapitha and Mattavaranis must be higher
than the Ranga, and Rangasirsa even higher than the
Rangapitha, and as Ranga (auditorium) is separately
mentioned in this view, I take Adhobhiimi to be
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Nepathyagrha. But' this" whole portion of the com
mentary is so hopelessly confuséd ‘that, though I
have ventured the :above "suggestion, no coherent
interpretation seems possible at this stage. '

22. As the details of the first ten columns,*
according to Upiddhyidya are not explicit, I have not
given a separate figure for them. On the whole
Abhinava’s first view, according to which we have
drawn the Fig. 2 seems to be reasonable.

23. The text has .this:
Z T4 WA ErheEmag
CEPEREEY TR ﬁﬂiﬁu
wentigd #d faelld grdE g

Femfawia ama & (3) R 9 grefafasmEsa=ay "
nEgeTa vEtaadn gfasd@ T AR gEmdmerss aar =
FETea qzafd A Jeeqeg a9 AR o qaraiveer
faema (13-3) Zfa u (s9dee = gftmeR Jvermze 3A
st ﬂaq&a‘ri afyaifa 1 g grRAT g qé‘wr ffar
g7 Frogar aEfREaRganEd. ... @ F38R q=aEg

This means that according to ‘Abhinava’s view
there were four doors thus: two as explained above
(in the nepathyagrha wall), one by which bharyama-
daya nataparivarak pravisati and one in the audi-
torium. This is one view. But Abhinava also ' notes
another view thus (p. 68): '

* Column_arrangement as is given by Dr. Subba Reo
differs from mme. but he has not discussed the matter at 9.1]
[ have based my a.rrangement on Abhinava’s commantary

Y
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wheer 7a98 wwhwes Rdaffy gemdadFasmg
%a FREART AR AT |- IR (59)
gy (%) wasAgAgR = :ﬁﬁrr a1 it AT =f%r
naéﬂ mfan
" The text, I think, should be read thus............
AqATANTIRAA THAET (AT G (¢) FATITAE )|

This view, then recognises only three doors,—
two from the Nepathyagrha and one in the audi-
torium.

But ‘let us have a clearer view of the text 1tse1f
regardless of the commentary. All the views are
agreed .as regards the two doors in the Nepathyagrha
wall. Here again, two more doors are prescribed,
one as Natyadastra calls it ‘rangapithapravesanam’
and another in the auditorium, Now the ‘ rangapitha-
praveéanam dvaram ' should mean a-door in the wall
between Nepathyagrha and Rangadirsa; for the first
two doors. which are in the wall between Nepathya-
grha and Rangagirsa, would lead to Rangairsa and
not to Rangapitha; but here is an -explicit statement
that it would lead to Rangapitha, which forces us,
I think, to take a door somewhere in the wall
between Rangapitha -and Rangasirsa. There is an
injunction in the Natyasastra itself that some
characters should enter by southern door and some
by, northern door (13-41). To which of two doors
does this refer? Not to the doors in the Nepar
thyagrha w,all for they will lead to Raugas:rsa
apd not to Rangapitha. Now if we understand one
more door in the wall between Rapgasirsa and Ran-
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gapitha, as above, that will not help, for how can
the actors enter from two different doors as noted
above, if there was one door only, leading to Ran-
gapitha ? Therefore, I venture to make a suggestion.
If we take this singular in ‘eka dviaram’ as a collec-
tive use, as is done by Abhinava, we may under-
stand two doors which would lead to Rangapitha.
These two doors would be distinct from the two
doors in the Nepathyagrha wall; and these two doors
leading to Rangapitha, would most probably be in
the partition wall between the two Mattaviranis and
Rang iéirga (for there was no wall between the Ran-
gapitha and Rangadirsa, as it had a curtain). Thus
we can explain the two different doors for the
entrance of the actors, because at 13, 41 Natyasastra
uses the terms parsvadvaramathottaram and parsva-
dvaram tu duksinam, which would suggest two doors
on the two sides evidently leading to the two Mat-
taviaranis which formed a part of the Rangapitha.
This may also explain Kaksivibhiga (see above).

If we believe in the suggestion made above that
the curtain had no place in our ancient theatre but
was added later on, then the view of three doors to
our theatre would be the earlier one, as, then, the
two doors in the Nepathyagrhd wall would naturally
lead the characters in the presence of the audience.
The view of five doors-2 in the Nepathyagrha wall,
2 in the wall between Rangaéirsa and Rangapitha,
and one in the auditorium—would be later isie.
would refer to that time when the curtain' {Jv’as

added to our theatre. § R



24.
25.

Sastri.

26.
27.
28.
29.
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Cf. note 19.
Silparatna, TSS., 1920, ed. by T. Ganapati

Loc. cit., p. 199,

Bhavaprakas'ana, GOS., 1930.

Manasara, ed. by Dr. P. K. Acharya, 1914.
The Natyasastra has a doubtful phrase,

which too, seems to point to the curtain being
removed or it may even refer to a drop curtain, I
am not sure. But here is the reference dhruvayam
samvrtayam pate caivapakarsite (te) karyah pravesak
patralam nanartharasasambhavak X1I, 2-3.



APPENDIX |

Regarding RP and RS, Shri Manomohan Ghosh
(IHQ, June 1933 ) and Dr. Subba Rao ( Appendix to
the second edition of Natyasastra, published in
Gaekwad Oriental Series) hold views which differ
from mine. According to Shri Ghosh, RP and RS
were not two distinct parts of the Indian Theatre
but were synonymous terms. Dr. Subba Rao says
(P. 440) “ What is this Rangapith? It is the pitha
or base of the Ranga just as the Rangafirsa is the
irsa i.e. top or upper surface of the Ranga, Ranga
being the stage. Rangapitha is therefore the entire
block of the stage having Rangasirsa for its upper
surface. No separate allocation for Rangapitha has
been made in the text (&loka 33%/2 to 35) and that
rightly, became the space covered by the one is
also covered by the other.” Here he agrees that
Ranga has an upper surface (or Top called RS and
lower surface (or base) called RP, and yet para-
doxically says that the space covered by the one is
also covered by the other. This is not consistent.
Following this he has, in his diagram, shown only RS
and not RP. But this is not correct. Even according
to him the entire block is to be called Ranga and
its top surface is to be called RS and its base is to
be called RP. He, like Shri Ghosh, is driven to say
that both RP and RS are the same because, according
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to both of them, original text of NS does not
mention RP and RS separately.

The NS itself is very vague about the details
of the theatre and I admit that it has no clear
instruction about RP and RS: but there are oneor
two points which show that even the writer of NS
considered them as two separate portions.

(1) NS. II, 104 runs thus:

samunnatam samam caiva rangadirsam tu kirayet |
vikrste tiinnatam karyam caturasre samam tathd//

This means that RS should be higher in the
vikrsta type and of the same level in the caturasra
type. But in comparison with which particular
portion of the theatre was it higher or of the same
level ? If RP and RS meant the same portion, this
must refer to the auditorium, which would be clearly
absurd. A stage on the same level as the audito-
rinm would never be thought of. And Abh. answers
the question thus: samunnatamiti rangapithapeksayi,
which seems to be the only possible interpretation.

It will be seen that the variant rangapitha, here,
will not alter the position.

(2) NS. II, 71 is thus:

rapngapitham tatah kiryam vidhidrstena karmanpa/
rangasirsam tu kartavvam saddirukasamanvitam /|

Here apparently two distinct parts are meant:
and there is no other variant at both these places.
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These two points should show almost definitely
that RS and RP were different portions of the
theatre even according to NS itself. There are

some other indications pointing to the same
conclusion.

(1) The terms RP and RS are suggestive of a
conception of the whole theatre regarded as a
human body. In the body in the form of the
theatre, RP will be the back and RS will be the

mandapasya uttinasuptayadavasthitasya rangapitha
mukhyam tadastahastam §irah (NS, GOS, vol.
T, D= 07 - 8. aVie Ry terminology (RP and RS)
presupposes this distinction.

(2) That Abh. considered these two as distinct
parts of the theatre is fully borne out. On p. 62 he
explains their construction separately. ( note
particularly rangapithe kartavye rangagirastavadaha
............ ). Again in explaining caturasra type he
takes them as two distinct parts ( p. 66, read from
tatra madhyamakostakacatuske................rangasirah
kuryat, II, 12-17 of the Comm.) Further while
explaining the position of the curtain incidentally,
he very clearly mentions them as two distinct parts
( p. 212, tatra yavanika rabgapithatachirasormadhye).

Again the figures given by Shri Ghosh and
Dr. Subba Rao differ from the onmes given by me.
There is a difference between the figures of Shri
Ghosh and Dr. Subba Rao also.
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We will first consider Shri Ghosh's figures.
According to his plan, the auditorium will cover
area of the whole theatre and the stage and tiring
room together will cover the remaing }. According
to my plans, the auditorium will cover one half
and the other half will be covered by the stage and
the tiring room together. In this connection, I must
say that Mr. Ghosh’s plans are definitely better
from the standpoint of the distribution of space.
That the stage and tiring room should take up an
area as big as the auditorium itself would go against
the ordinary rules of architectural distribution of
space. 1 would, therefore, myself like to adopt
Mr. Ghosh’s plans, of course, adding RS thereto,
which even then, would leave a fairly big area for
the auditorium. But I am afraid, neither the original
text of NS nor the commentary of Abhinava support
such a view. That Abh. does not support this view
is clear enough (p. 57). NS., on the other hand,
may seem to support it. I, therefore, reproduce the
text in question:

catussastikaran krtva dvidha bhitan punas tatah/
prsthato  yo bhaved bhago dvidhd bhatasya
tasya tu //

samam ardhavibhagena rangasirsam prakalpayet/

(v. 1. tasyapy ardhirdhabhigena, and tasyardhena
vibhigena )

pascime’tha vibhige tu nepathyagrhamadiset //

The meaning of the first two lines is unequi-
vocal. Take a field 64 cubits in length, divide it
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into two equal parts of 32X 32 sq. cubits each. Then,
out of the back field 32X32 sq. cubits make two
equal divisions of 32 x16 sq. cubits each. Now the
figure will be as under:

; c=32x16
b b=32X%16
a a=32%32

According to the first half of the third line
above, one of the two portions—c and b—is to be
divided into two (which omne is not mentioned in
in the NS.). Mr. Ghosh divides ¢ into two equal
portions of 32X8 sq. cubits each and calls one the
Nepathyagrha and the other the RP. I divide b into
two equal parts of 32X8 sq. cubits each and call
one the RP and the other the RS and reserve ¢
the back portion of 32X 16 sq. cubits for Nepathygrha.
Unfortunately the text quoted above is not at all
explicit about this, and I think that both the inter-
pretations are possible. I however prefer mine, for
I believe that (1) RP and RS were two separate
portions of the theatre, (2) Nepathyagrha, which,
according to Mr. Ghosh's interpretation, will have
a width of 6’ in the Caturasra type, would be very
unusual, and (3) The NS. text noted above does not
go against my interpretation, while ‘paScima’ in
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the last line above may even g0 against Mr. Ghosh's
interpretation.

Dr. Subba Rao has divided the whole field of
9632 into three parts thus (1) 32X 32=auditorium,
(2) 32X16=Rangasirsa and (3) 32x16=Nepathya-
grha. The difference between him and me is only
this that whereas he considers the middle part of
3216 as one whole and calls it RS, I subdivide
this part into two as 32%8 and 32X8 and call the
back portion RS and front portion RP, putting two
Mattaviaranis of 8X8 each on both the ends of RP.
For this I rely on Abhinava, whom Dr. Subba Rao
consideres mistaken. I also think that my place is
supported by NS also. The verses just quoted has
the third line:

| mmayEaeE @l sweada, with three variants
(3) e T, (2) asrge fde and (3) FETTead-
famst g. Here the three readings noted above
supports me as according to these readings, the
front part of 32X16 is to be sub-divided into two.
Even otherwise Dr. Subba Rao, as quoted above,
has agreed to call the upper surface of this part
as RS and lower surface as RP and this is exactly
what I have done.

Thus I think that plans given by me are to be
retained.
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1. I append, here, the relevant verses from the i
NSilparatna (TSS), p. 201, verses 60-67.

HY A[ZFAUEY;
R afqErat aRes T

= (57) & AT adt FaiwE asg =ganE:
wE: aEwafey Ratghei wrat gd

aftser aftend dzaaifa ffEes ad o o o
@ fom: @ faiigeeimae—

A TNTERRR aqeg = |

TR AMISIE qguuEfErgaT-
TyvaEzEgAtasgad avsvaf (9 n <9 0
vasEg fag wdgad 3 9 amgd

78 d9gn fafrmagaaEege: ga: |
TARBIPNEAY aqweEg (1) Doegar

BT A4 g axard Praszzgsse. 1 6 0
W ARy gz
IRIfgETTg Mg At |

THFITRIZHET aqisfy qar-

F9eaara T fawmfaar Fedg o83 o

WY diaFafa: gafafy qwa-

AT EABEEAET g A |




Ancient Indian Theatre 19

A T gFETEd, 3T Fowdl
g grfraft afeEdet oo
sFEfafarsgmEata: ga
fafzaty faada sa=ammEead 0§40
¥geamy gfguidr EfER ATZIAvEY
Az FAgfAm fHEAR q@ama: 1 &k
slefd gEar A1 FATE gt |
FARIA=AE] JTA1 SANEFAT N
#d garAtAzIaoedy quifEas o e
2. In the course of our survey we have seen
that rich kings had small theatres attached to their
palaces, Sangitaratnakara has a description of the
seat-arrangement in such a theatre, which will be
of interest in the present paper. J, therefore, quote
below the verses describing the seat-arrangement.
( Sangitaratnakara ASS, VII, 1351 61.)
fafasr @ SRgsI9ETaaar |
qrafaaraaear @eArafEfar 1 13w
aert EEd e aara
qEAISTAgIIr ¥ wArAT AfEiE aE 0 9 4R N
ggai quEET A st o
Feafdl g fagidl SFAREAEEE 0 9343 0
fasr: Fadisers Agen aaqfag |
A SAfaER Fanfageasy fAaEa 0 93y U
eng@ay W@ g A= aftgezeg o
AT SFREATAEEAIgTETAg. 1 934 0
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Hefaal fFefesa: afblssa:guin = .
AIsfa gTer & IPAR g q9d: 0 334E 0
qEaTATAIfoa el o
AR MalfiEaaEa: 1 93w o
sfaar aAAE O AR |
FAFI AfZAaA FEE-a: fEEEE 1 134e
SAEFAE TG0 AT I
Aq: o g arE: aEreEmag, 1o 3 e
sfafgd @q: @ AL 0
AFTATE] e8] @A TEATTA: I 13Re b
afqazy ga@d Jar GftadEd 1o 9383 o
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(Here 1 have given the senses ascribed to various
technical terms used during the course of this paper
mostly according to DHA.)

iiha = uppermost portion of a column.

pratyiiha=lowermost portion of a column. But
iiha and pratyiha, are apparently supplementary to
one another e. g. inverse and obverse sides of a
carved lotus may represent iha and pratyioha, res-
pectively.

safijavana=A rectangular shape.

salabhafijiki = Statuettes.

nirvyiiha= A cross circle, a storey.

kubara= A window, interior window.

vediki = Pedestal, a railing.

yantra=An architectural member of the bed-stead,
a band, so DHA, but here, obviously, it must refer
to some other design.

jila=latticed window.

gaviksa= A sort of latticed window. with designs
like the eyes of a cow.

pitha= pedestal, so DHA, but it seems that there
must be some difference between vediki and pitha.
May not vedikid be a portion lower than pitha?
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dharani=a type of pillar, a roof, a tree, a kind
of tree of which pillars are constructed.

kapotdli=a pegion-house, crown-work, fillet,
gable—edge, corrice. *

nigadanta= DHA believes this to be a type of
window resembling the hood of a serpent. Abhi-
rava says: nagadantam stambhordnvanicasthiméakam
putrikadhdrandartham gajamukham iti kecit,” a peg,
a bracket.

kona =a kind of house, so DHA. (?)

pratidvara="‘avintara dvira’ so Abhinva.

stambha = column. For detailed information about

stambha see DHA, under that word.

tulda=A balance, a moulding of the column, a
mouth, a beam, but none of these senses is suitable
here.

dvara=door, for some interesting details about
door see DHA, under that word,
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