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The preparation of an annotated English translation of the

Natyasastra entrusted to me as early as 1944, by the Royal Asiatic

Society, has been delayed for various reasons which need not
be recounted here in detail. But mention must be made of one

important factor of this delay, viz., the inherent difficulty of this

very old text which is not yet available in a complete critical edition

From my first serious acquaintance with it in 1925 in connection

with the editing of the Abbinayadarpana (Calcutta, 1934) this work

has always engaged my attention in the intervals of other duties.

after making some actual progress in translation that I realised the

difficulty of the task and understood to some extent at least why

no complete translation of this very important text had so far not

been made.

However, I considered it a duty to make strenuous efforts

and proceeded patiently with the work and finished at last translat-

ing the major portion of the Natyasastra. I am now genuinely

happy to place it before the scholarly public, not because it could
be done in an ideal fashion, but because it could be finished at all.

In handling a dificult old text like this it it natural that one
has to offer conclusions and interpretations, here and there, which
due to the absence of better materials cannot be placed on surer
grounds. But whatever tentative assertions I have made, have
been made after the most careful consideration with the expectation
that they may prove helpful to others working in this held, and it
may be hoped that their number has not been too many, and in a
few cases where I myself had any doubt about the interpretation
oftered, the same has been expressly mentioned in the footnote.

The chapters on music covering a little more than one fourth
of the Natyadästra still remain to be done. These when completed

be finished, it was thought advisable to publish the portion of
the translation already prepared. Though the musical terms occur-
ring in the present volume remain undeined, the absence of chap-
ters on music where they have been discussed, will not, it is hoped,
seriously interfere with the understanding of the dramaturgy and

For information regarding the plan and scope of the present
work, the reader is referred to the Introduction, section I.

For the purpose of this volume, works of various scholars

have been helpful to the translator and they have been mentioned

PREFACE

entire work could be tran yard no English, Le to eleme tea, othe

progressing Yes slowly and it cannot be said definitely when it wil



in proper places.But among them all, the American sanskritist
Dr. G. C. O. Haas deserves to be specially mentioned; for his
plan of the translation of the Da‹arüpa, has been adopted in a
slightly modified manner in the present work.

I am indebted to Dr. S. K. De, due to whose kindness I
could utilise the unpublished portion of the Abinavabhãrati. It is
also a great pleasure to acknowledge the unitorm courtesy of
different officers of the Society from 1947-1950, especially Dr. K.N.
Bagchi, and Dr. Niharanjan Ray, the General Secretaries and
Mr. S. K. Saraswati, the Libraran and Mr. Rakhahari Chatterji
the Superintendent of the offce, whose patience I had to tax on
different occasions in course of the publication.

I am grateful to my father-in-law Sri Kali Charan Mitra
who read the original draft of the first fourteen chapters of the
present work and made suggestions regarding the language, and to
my esteemed friend Dr. S. N. Ray, N.A.,Ph.D. (London) formerly
Head of the Department of English in the University of Dacca,
for reading the proot of the first twelve formes and also for going
through in Mss, the Introduction and for making welcome
suggestions.

I wish to mention here very gratefully the debt I owe to
Dr. Kalidas Nag in connexion with the preparation and the publi-
cation of this work. But for his suggestion to undertake this work
it might not have reached at all the stage of publication.

Last but not the least it becomes my most cheerful duty to
express my gratitude to Prof. Suniti Kumar Chatterji, who has
also helped me otherwise in connexion with this work. This
help and his constant encouragement have rendered this work lesh
arduous than it might otherwise have been.

I should here also apologise to the readers for the many mis-

25t November, 1950 The Translator
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Vikram.

Winternitz's History of Indian Literature.

N.B. (a) Numerals preceding the paragraphs of the translation relate

to the serial number of couplets in the original. When the same number

is repeated in two consecutive paragraphs, in the first place it will indicate

the fret hemistich and in the second the second hemistich. Roman figures

relate to the chapter of the NS.

°(6) For the manner of referring to dramas, see under the Bhasn-

(c) In the footnotes to the Introduction long: vowels, cerebral

sounds and?the labial sibilant have been indicated by italies.

Uru. ... Bhasa's Urubhanga.

... Kalidasa's Vikramorvasiya.

Winternitz®

nätaka-cakra in the'Bibliography (Original Texts).
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The Pindibandhas, pp. 66-68; 265-272. The Sages speak on the use of

dance, pp. 68-69; 273-274, The Vardhamanaka, p. 69; 273. The Asarita,

p. 69; 276. The Upohana, po 69; 277-294. Entry of female dancers and

the four kinds of Pindis, pp. 69-72; 295-308. The Chiandakas, pp. 72-78;

309-310. The gentle dance, p. 73; 311-314. Occasions suited to dance,

pp. 73-74; 315-320. Occasions when dances are prohibited; p. 74; 321-
324 Playing of drums, Dp. 74-75; 325-328. When drums are not to be
played, p. 75

CHAPTER FIVE
THE PRELIMINARIES OF A PLAY, Pages 76-99

1-4, The sages question, 76 ; p. 5-6. Bharata answers, p. 76; 7. Preli-
minaries defined, p. 76; 8-16. Parts of the Preliminaries, pp. 76-77. 17.

81. Asarita and the Application of Songe, 1. 79; 22-23. Utthapana, p 79;
23-24, The Walking-round, p. 79; 24-25. The Benediction, 79; 25-26.

and the Mahacäri, p. 80; 38-29. Three Men's Talk, p. 80; 29-30. The

Laudation, p. 80; 30-32. Origin of Bahirgita and its justification, pp.

80-81; 33-96, Daityas and Raksaas provoked to jealousy, p. 81; 37-38.
The gods approach Narada to stop the Nirgita, p. 81; 38-44.
pacifies the gods, p. 82; 44-59. The gods are pleased with the Nirgita
(Babirgita), pp. 82-83; 60-64. Songs in pure Preliminaries, p. 84;
65-66. The first Walking-round, p. 84; 67-76. The second Walking-round,
Pp. 84-86; 77-84. The third Walking-round, pp. 86-87; 84-89. The
fourth Walking-round, p. 87; 89-101. 'The Parivartani Dhruva, pp. 87-89 ;
101-10*. The Fourth Man enters, p. 89; 104-107. Singing of the Avakrst
Dhruva, pp. 89-90 ; 107-113. Examples of the Benediction, pp, 90-91 ; 118-

141. The Thro: Men's Talk, p. 94; 141-142. The Laudation, pp. 94-95;

SVIII

Pratyahãra, and Avatarana, pp. 78; 18. Arambha, and Abravanã, pp. 78 ;

19. Vaktrapani, Parighattani, p. 78; 20. Samghotani, Margasãrita, p. 79.

Suskavakrsta Dhruva, pp. 80; 26-27. Rangadvara, p. 80; 27-28. The Cari

Narada

116. An example of Suskavakrsta Dhruva, p. 91; 116-119. Rangadvara,
р. 91; 119-127. Сагі, рр. 92-93 ; 127-137. Malacari, pp. 93-94 ; 137-



143-154. The Tryasra Preliminaries, pp. 95-96; 155-166. The Mixed

Preliminaries, pp. 96-97; 167-179. Introduction of a play, pp. 97-99.

CHAPTER SIX
THE SENTIMENTS, pages 100-117

1-3. The sages question, p. 100; 4-8. Bharata answere, pp. 100-101 ;

8-14. Digest, Memorial Verse and Etymology defined, pp. 101; 15-16. The

cight Sentiments, p. 102; 17-21. The Dominant States, p. 102; 22. The
eight Temperamontal States. pp. 102-103; 23. The four kinds of Histrio-
nic Representation, p. 103; 24. The two Practices and the four Styles, p.
103; 25-26. The four Local Usages, and the Success, p. 104; 27-29. The

136; 33-38. The relation between the Sentiment and the States, p. 106-107 ;
38-43. The eight Sentiments from the four original ones, p. 107-108; 44-45.
The presiding deities of the Sentiments, p. 108; 45-48. The Erotic Senti-
ment, pp. 108-110; 48-55. The Comic Sentiment, pp. 110-111; 56-57.
Of persons of the middling type, p. 111; 58-61. Of persons of the inferior
type, pp. 111-112; 61-63. The Pathetic Sentiment, p. 112; 63-66. The
Furious Sentiment, pp. 112-113; 66-68. The Heroic Sentiment, p. 114;
68-72. The Terrible Sentiment. pp. 114-115; 72-74. The Odious Sentiment,
pp. 115; 74-76. The Marvellous Sentiment, p. 116; 77. The three kinde
of the Erotic, the Comic and the Terrible Sentiments, p. 116; 78. The
three kinds of the Pathetic Sentiment, p. 116; 79. The three kinds of the
Heroic Sentiment, pp. 116-117, 80. The three kinds of the Terrible Senti-
ment, 117. 81. The three kinds of the Odious Sentiment, p. 117; 82-83.
The three kinds of the Marvellous Sentiment, p. 117,

CHAPTER SEVEN
THE EMOTIONAL AND OTHER STATES, Pages 118-147.

1-3. Bhavas (States) explained, p. 118; 3-4. Vibhavas (Determi-

nants) explained, pp. 118.119; 4-6 Anubhavas (Consequents) explained,

p. 119; 6-7. The three kinds of State ; Dominant, Transitory and Ten-

peramantal, pp. 119-120; 7-8. Difference between the Dominant and the

other States pp. 120-121; 8-9. Love, p. 121; 8-10. Laughter, p. 121; 10-

14, Sorrow, p. 122; 14-20. Anger, pp. 122-123; 20-81, Energy, pp. 123-

124; 21-25. Fear, p. 124; 25-26. Disgust, p. 125; 26-27. Astonishment

p. 125; 27-29. The Transitory States, pp. 125-126; 27-30. Discourage-

ment, p. 126; 30-32. Weakness, pp. 126-127; 32-35. Apprehension,

pp. 127; 35-87. Envy, pp. 127-128; 37-48. Intoxication, pp. 128-129 ;
16-47. Weariness, p. 129 ; 47-48. Indolence, pp. 129-130; 48-49. Depression,
p. 130; 49-51. Anxiety, p. 130; 51-53. Distraction, pp. 130-131; 58-55.

kid, on the a pid of asial intri sat a hot explained, p. fore



Recollection, p. 181; 55-57. Contentment, pp. 131-132; 57-59. Shame,
p. 132; 59-60. Inconstancy, p. 132-133; 60-62. Joy, p. 133; 62-65, Agita-
tion, pp. 133-134; 65-66. Stupor, p. 134-135; 66-67. Arrogance, p. 185 ;
67-69. Despair, p. 135-186 ; 69-70. Impatience, p. 136; 70-72. Sleeping,
p. 138; 72-74, Epilepsy, p. 137; 74-76. Dreaming, pp. 137-138; 76-77.
Awakening, p. 138; 77-79. Indignation. p. 188; 79-80. Dissimulation,

pp. 138-139; 80-81. Cruelty, p. 139; 81-82, Assurance, p. 139; 82-83. Sick-

ness, Pp. 139-140; 83-85. Insanity, pp. 140-141; 85-90. Death, pp. 141-

142; 90-91. Fright, p. 142; 91-93. Deliberation, pp. 142-143; 93.

Temperamental States, p. 143; 95. Perspiration, p. 144: 96. Puralysis

and Trembling, p. 144; 97. Weeping, p. 144; 98. Chauge of Colour

and Forripilation, p. 144; 99. Change of Voier and latinting, p. 144 ;

100-106. Representation of the Temperamental States, Pl 144145; 107-
124. Application of the States to the difierent Sentiments, pI. 145-147.

CHAPTER EIGHT
THE GESTURES OF MINOR LIMBS, Pages 148-167

1-3. Sages question, p, 148; 4-6 Bharata answers, Up. 148-149; 7.
The meaning of abhinaya, p. 149; 8-9. The four kinds of abhinaya, p
149; 11-16. The Gesture : its three varietic, pp. 149-150 ; 17-37. Gestures
of the head and their uses, pp. 150-152; 38-42. The thirtysix Glances,
pp 152-153; 43-51. The Glances to express the Sentiments DD, 153-15-;
52-60. The Glances to express the Dominant States, pp. 154-155; 61-84.
The Glances to express the Transitory Statre, pp. 155-158; 85-95. Uses of
Glances to express the Transitory Stites, pp. 158-159; 95-98. The eyc-
balls, pp. 159-160; 99-102. Uses of the cycballa, p. 160; 103-107. The
additional Glances, pp. 160-161; 108-111. The eyelids, p. 161; 112-115.
Uses of the eyelids, p. 162; 116-120. The eyebrows, pp. 162-163. 121-125.

Uses of the eyebrows, p. 163; 126-128. The nose, pp. 163-164; 129-132.

Uses of the nose, p. 164; 132-134, The cheeks; p. 164; 135-137. Uses of

the checks, pp. 164-165; 137-139. The lower lip, p. 185; 140-142. Uses of

the lower lip, p. 165; 143-146. The chin, p. 166; 146-149. Uses of the
chin, p. 166 ; 149-157. The mouth, pp. 166-167; 157-158. The colour of
the face, p. 1667; 159-165. Uses of the colour of the face, pp. 167-168 ;
166-167. The nock, p. 168; 167-173. Description and usos uf the nock
gestures, pp, 168-169.

CHAPTER NINE
THE GESTURES OF HANDS, Pages 170-190

1-3. Bharata speaks, p. 170; 1-17. Sixtyseven gestures of the hand,
pp. 170-171; 17-126. Gestures of single hands, po. 171-181; 126-155.
Gestures of combined hands, pp. 182-185; 156-159. General rules regard-
ing the use of haud gesturos, p. 185 ; 160-185. Different movemente of



, hand gestures, p. 185; 166-16%. Spheres of hand gestures, p. 186; 168-177.

The quantity of gestures, pp. 186-187; 178-204. The Dance-hands, pp. 187-

189; 205-211. The four Karaças of the hands, pp. 189-190; 812-214. The

movements of arme. p. 190.

CHAPTER TEN
THE GESTURES OF OTHER LIMBS, Pages 191-196.

1-9. The breast, pp. 191; 10-15. The sides, p. 192; 16-17. Uses of the

sides, p. 192; 18, The belly. p. 192; 19-20. Uses of the belly, pp. 192-193;
21-24. The waist, p. 193; 25-26. Uses of the waist, pp. 193-194: 27-31.
The thigh, p. 194; 32-33 Uses of the thigh, p. 191; 34-37. The
shank, p/. 1943,95; 28-40. Uses of the shank, p. 165; 41-51. The feet and
their uscs, pp. 195-196; 52-54. The Caris, p. 196.

CHAPTER ELEVEN
THE CARI MOVEMENTS, Pages 197-206

1-3. Definitions, p. 197; 4-6. Uses of the Caris, p. 197; 7-12. The
thirtytwo Caris, pp. 197-198; 13-28. The earthly Caris, 2p. 198-199 ;
29-49. The aerial Caris, pp. 199-201 ; 50-71. The Sthanas, pp. 201-203 ;
71-88. The four Nyiyas in using weapous, pp. 203-205; 88-91. The
Sausthava, p. 205; 91-92. The Caturasra, p. 205; 92-94. The four acts
relating to the bow, p. 205; 94-96. The method of exercise, Dp. 205-206 ;
96-100 Health and nourishment of persons taking exercise ; p. 206.

CHAPTER TWELVE
THE MANDALA MOVEMENTS, Pages 207-212

1-5. The Mandalas, p. 207; 6-4). The acrial Mandalas, pp. 207-210 ;
42-68. The earthly Mandalas, py. 210-212.

CHAPTER THIRTEEN
THE DIFFERENT GAITS, Pages 213-237

1. Gaits for different characters, p. 213; 2-3. Entrance of dramatis
personac, p. 213; 4-7. Posture for superior and middling characters at the

entrance, p. 213; 8-10. The interval of their feet, pp. 213-214; 10-11. The

time for their steps, p. 214; 18-14. The tempo of their Gait, 1. 214; 15-24.

The natural Gait, pp 214-215; 25-29 Gait of kings, p, 216; 30-34.

Gait under special conditions, p. 216; 35-40. Tempo of Gaits under

special conditions, pp. 217; 41-18. Gait in the Erotic Sentiment, Up.

217-218; 48-54. Gait in the Terrible Sentiment, p. 218; 54-56. Gait in

the Odious. Sentiment, p. 218; 57-58. Gait in the Heroic Sentiment, pp.

218-219; 59-60. Gait in the Marvellous and the Comie Sentiments, p.

219; 61-69. Gait in the Pathetic Sentiment, Dp. 219-220; 70-75. Gait

(of inferior characters) in the Terrible Seatiment, 1. 220; 76-78. Gait of
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merchants and ministors, p. 220; 79-86. Gait of ascetics and sectarians,

pp. 220-221; 87. Gait of a person in darkness, p. 221; 88-92. Grait

of one riding & chariot, pp. 221-222 ;. 92-95. Gait while moving in

the sky, p. 222; 96-100. Gait in ascending a lofty palace, po 222;

101-104.Gait in getting down into a lower place, pp. 822-228; 105-107.

Gait in travelling by boat, p. 223; 108. Gait in riding a horse, p. 223 ;

109. Gait of serpents, p. 223; 110. Gait of a Parasite, p. 224; 112-

114. Gait of the Kaicukiya, p. 824; 115-117. Gait of emaciated, sick

and fatigued persons, p. 225; 118. Gait of a person walking & long

distance, p. 225; 119-120. Gait of a corpulent person p. 225; 121-22.

Gait of intoxicated persons, p. 225; 123-130. Gait of & lunatio, p. 225 ;

131-136. Gait of lame men, cripples and dwarfs, p. 226;0137-146. Gait

of the Jester, pp. 226-227; 146-148. Gait of manials, p. 227; 148-149.

Gait of Sakara, p. 228; 150. Gait of lowly persons, •p. 288; 151. Gait

of the Mlleccha tribes, p. 228; 152. Gait of birds; 153-158. Gait of lions,

bears and monkeys, pp. 228-229; 159-171. Walking postures of women,

pp. 230-229; 171-177. Gait of women, p. 230; 177-179. Gait of young

women, p. 231; 179-181. Gait of aged women, p. 231: 181-183. Gait

of handmaids, p. 231; 183-186. Gait of half-women, p. 231; 186-187. Gait

of children, p. 242; 187-181. Gait of hermaphrodite, p. 232; 188-189.

Gait in the change of a role, p. 232; 189-191. Gait of persons in disguise,

p. 232; 192-193. Gait of the tribal women, P. 232; 193-195. Gait of

women ascetics; PP. 232-233; 195-199. Sitting postures for men and

women, P. 233; 196-197. Sitting at case, P. 233; 197-198. Sitting in a

thinking mood, p. 233; 198-199. Sitting in sorrow, p. 233; 199-200. Sitting

in fainting and intoxication, p. 233; 200-201. Sitting in shame and sleep,

p. 234; 201-202. Sitting on cercmonial occasions, p. 234; 202-203. Sitting

in pacifying a beloved woman, p. 234; 203-206. Sitting in worshipping &

diety, p. 234; 206-207. Seats for ditierent characters, p. 234; 208-210.
Seats for male characters, p. 235; 210-214. Seats for femalo characters, p.
235; 215-216. Seats for ascetics and sectarians, 1. 285; 217-220. General
rules about seats, p. 236; 221-228. Lying-down postures, pp. 236-237.

CHAPTER FOURTEEN
THE ZONES AND THE LOCAL USAGES, Pages 238-247

1. The Zones, p. 238; 2. The arrangement of drums, p. 238; 3. The

Konsl division, p. 238; 4-7. Utility of the Zonal division, p. 238; 8-10.

Indicating relativo location on the stage, p. 239; 11. The east on the

stage, p. 239; 12-15. The rule of exit, p. 232; 16. Indication of rank in

roup walking, p. 239; 17. Indicating distance great, small and medium,

$ 240; 18-20. Movemente of gods and demigods p. 240; 21. Movement

of men in Bharatavarga, p. 240; 22. Departure for a distant place,
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p. 240; 23-87. Time allowed for the events of an Aot, pp. 240-241;

32-35. Movemente of gods, p. 241; 38. The four Local Usages, pp.

241-242; 37-39. The Daksinatya Local Usages, PP. 242-243; 40-42.

The Avanti Local Usage, p. 243; 43-46. The Odra-Mägadhi Local

Usage, 243; 47-49. The Pañcala-Madhyama Local Usage, p. 244; 50-55.
The two-fold entrance in observing Local Usage, po 244; 50. The two

General types of plays, p. 245. 57-60. The violent type, p. 245; 61. The

delicate type, p. 245; 62. The two Practices, p. 245; 63-64. The realistic

Practice, pp. 245-246; 65-78. The conventional Practice, p. 246-247.CHAPTER FIFTEEN

RULES OF PROSODY, Pages 248-261
1. The actor's speech, p. 248; 2-4. Importance of speech in drama,

p 248; 5. The two kinds of recitation, p. 248; 6-7. Different aspects of

Recitation, p. 249; 8. The speech-sounds, p. 249; 9-19. Consonants; their

articulation, pp. 249-251; 20. Vowels; their quantity, p. 251; 21-22. The
four kinds of word, p. 252; 23-25. The noun, pp. 252-253; 26-27. The
verb, p. 253; 28. Tho particle, p. 254, 29. The afixes, p. 254; 30. The
nominal affix, p. 254; 31. The case-ending, p. 255; 32-33. The euphonic
combination, p. 255; 34-35. The compound words, pp. 255-256; 36. The

two kinds of word, p. 256; 37. Words in prose, p. 256; 38. Words in

verse, p. 256; 39. Syllabic metres, p. 256; 40-42. Rhythm-types,

pp. 256-257; 43-49. Twenty-six Rhythm-types, p. 257; 49-79. Possible
metrical patterns, pp. 257-258; 79-89. Another method of defining metres,
pp. 258-259; 89-90. The regular couplet, p. 259; 90-91. The stop and
the foot, pp. 259-260; 93. Quality of syllables, colours of metres, p. 260 ;
94-95. Pitch of vowels, p. 260; 95-97, Three kinds of syllabic mctres,
1. 260; 98-102. Classes of metres, p. 261.

CHAPTER SIXTEEN
METRICAL PATTERNS, Pages 262-292

p. 263; 7-8. Malini, p. 263 ; 9-70. Uddhate, pp. 263-264; 11-12. Bhrama-

pp. 266-267, 27-28. Dodhaka, p. 267; 29-30. Motaka, pp. 267-268; 31-32.

dhatã, p. 269; 37-38. Svagats, pp. 269; 39-40. Salini, p. 270; 41-42.

1-2. Tanumadhyā, p. 262; 3-4 Makarake-sirsa, p. 262 ; 5-6. Malati,

ramalike, p. 264; 13-14, Simhalekha, p. 264; 15-16. Mattacestita, pp. 264-

265 ; 17-18. Vidyullekha, p. 265; 19-20. Cittavilasita, pp. 265-286; 21-22.
Madhukari, p. 268; 23-24. Kuvalayamala, p. 266; 25-26. Mayurasärini,

Indravajra, p. 288; 33-34. Upendravajra, pp. 268-269; 35-36. Rathod-

Totake, p. 270; 43-44 Kumudanibhã, pp. 270-271; 45-46. Candralekha,

p. 271; 47-48. Pramitaksarã, pp. 371-272; 49-50. Vamsasthe, p. 272.

51-52. Harinapluta, pp. 272-273; 53-54 Kamadatta, p. 273; 55-56.

Apramey, D. 273-274; 57.58. Padmini, p. 275; 59-60. Paturitta,



pp. 274-275; 61-62. Prabhavati; p. 275; 63-84. Prahargini, pp. 275-276;
65-66. Mattamayüra, p. 278; 67-68. Vasantatilaka, pp. 276-277 ; 69-70.

p. 278; 75-74. Gajavilasite pp. 278-279; 77-78. Pravaralalita, p. 279 ;

79-80. Sikharini, pp. 279-280; 81-82. Ursabhacestita, p. 280; 83-84.

Sridhara, pp. 280-281; 85-86. Vamsapatrapatita, p. 281; 87-88. Vilam-

p. 283; 94-96, Suvadana, pp. 283-284; 97-99, Sragdharã, p. 284; 100-102.
Madraka, pp. 284-285; 103-105. Asvalalita, p. 286; 106-108. Meghamala,
p. 286; 109-111. Krauñcapadi, pp. 286-287 ; 112-114, Bhujanga-viirm-
bhita, pp. 287-288; 115-118. The uneven and the semi-even metres ; p. 288,
119-120. Even metres, p. 288; 121-122. Pathyă, p. 288; 128-124. Uneven
Pathya, p. 289; 125-126. Inverted Pathya, p. 290; 127-128. Capalã,

tagra, 293: 145-146. Udgatz, Dp. 293-294; 147-151. Lalitã, pp. 294-295 ;
152-159. Aryă metres, pp. 295-296 ; 160. Pathya
p. 296; 161. Pathyà Arya, p. 296; 162, Vipula Arya, p. 296; 163-164

DICTION OF A PLAY, Pages 299-322.
1-5. Thirtysis marks of a good play, pp. 299-300; 6. Ornateness,

p. 30;7. Compactness, p. 300; 8. Brilliance, p. 301; 9. Paralelism, p.
301; 10. Causation, p. 301; 11. Hesitation, p. 301; 12. Favourable
Precedent, p. 301; 13. Discovefy, p. 302; 14, Faney, p. 302; 15.
Unfavourable Precedent, p. 302; 16. Convineing Explanation, p. 302; 17.
Persation, p. 303; 18. Distinction, p. 303; 19. Accusation of Virtues,
1. 393; 27. Exoell noz, p. 303; 21. Inference from Similitude, pp. 303-
304; 22. Multiples Predication, p. 304; 23. Dascription, p. 304; 24.
Pointed Utterance, p. 304; 25. Deliberation, p 304; 26. Inversion,
p. 305, 27. Slip of Tongue, p. 305; 28. Mediation, p. 305; 29. Series
of Offers, p. 395; 39. Clever Manners, p. 306; 31. Censure, p. 306;
32. Presumption, p. 306; 33. Celebrity, p. 306; 34, Interrogation;

35. Identity, p. 397; 36. Indirect Expression of Desire, p. 307; 37.
Wit, p. 307; 38. Concealment, p. 307; 39. Enumeration of Morits,
p. 308; 49. Semi-uttered Expression, p. 308; 41-42. Compliment,
p. 308; 33. Four figures of Spsech, p. 398; 44. Simile, p. 309; 45-49.
Number of objects compared, p. 399; 5). Five kinds of similo, p. 309;

51. Simile of praise, p, 309; 52. Simils of censure, p. 309; 53. Simile

of concoit, pa 309; 24. Simile of uniqueness, p. 310; 55-56. Similo of
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Asambadhã, p. 277; 71-72. Sarabhã, pp. 277-278; 73.74, Nandimukki,

bitagati, pp. 281-282 ; 89-90. Citralekha, p. 282; 91-93. Sardulavikridita,

Aryã and Vipula Arya,

Capala Aryă, pp. 296-297; 165. Mukha-capala and Jaghana-capala Aryã,
p. 297; 166, Mukhi-capala Ãrya, p. 297; 167-170. Jaghana-capalã
Aryã, p 298.

CHAPTER SEVENTEEN
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Partinl likeness, p. 310; 57-58. Condensed Expression, p. 310; 59-60.
Metaphor, pp. 310; 61. Yamaka, P. 311; 68-64 Ten kinds of

pp. 311-312; 69-70. Samudga Yamaka, p. 312; 71-72. Vikranta Yamaka,
p. 312; 73-71, Cakravile Yamaka, p 313; 75-78. Sandasta Yamaka,

pp. 314-315; 88, Ten faults, PP. 315-316; 89. Circulocution and super-
fluoug Expression, P. 316; 90-91. Want of Significance and Defective
Significanee, p. 316; 92. Tautology and Want of Synthesis, pp. 316-317 ;
93. Logical Defect and Metrical Defect, p. 317; 94. Hiatus and Slang,
p. 317; 95. Gunas, P. 317; 96. Ten Gunas, Pp. 317-318; 97. Synthesis,
p. 318; 98. Perspicuity, p. 318; 99. Smoothness, p. 318; 100. Concentra-
tion, p. 318; 101. Sweetness, P. 319; 102. Grandeur, p. 319; 103 Agree-
ableness, p. 319; 104. Direetness of Expression, p. 319; 105-106. Fixalted-
ness, pp. 319-320; 107. Alumkãras and Grunas, P. 320; 108-110. Sounds
and figures of speech according to Sentiments, Metres according to Senti-
ments, In the Erotic Sentiment, p. 32); 111-112. Metres in the Heroie
Sentiment, and in the Pathetic Sentiment, p. 321; 113. In the Heroie and

the Furious Sentiments, p. 321; 114-15. Vowel length in different

Sentiments and States, p. 321; 116-122. Uses of prolated vowels and

eu phony, pp. 331-322.

CHAPTER EIGHTEEN
RULES ON THE USE OF LANGUAGES, Pages 323-334

1-2. The Prakritie Recitation, p. 323, 3-5. Three kinds of Prekritie

Recitation, p. 323; 6-17. Vowels and simple consonants, pp. 324-325 ;

18-25. Conjunet Consonants, pD. 325-326; 26. Four types of language,

p. 226; 27. The Superhuman and the Noble languages, p. 327; 30. The

two kinds of Recitation, p. 327; 31. Occasion for Skt. Recitation, p. 328 ;

32-35. Occasion for Pkt Recitation, pp. 328-329; 36-46. Exception to

the rule for Pkt. recitation, pp. 329-331; 4748. Seven major dialects,

p. 331; 49-51. Uses of major dialects, pp. 331-332; 52-55. Uses of minor

56-61. Distinguishing features of various local

CHAPTER NINETEEN

MODES OF ADDRESS AND INTONATION, Pages 335-354
1-2. Different modes of nddress, p. 335; 3. Modes of addressing

males, p. 335; 4. Addressing gods, soctarian teachers and learned men,

p. 335; 5. Addressing Brohmins, the king, the teacher and an old man,

XXV

Tamaka, p. 311; 65-66. Padänt & Yamaka, p. 311; 67-68. Kañoi Yamaka,

p. 313; 77-78. Padadi Yamaka, Pp. 313-314; 79-81. Amrerita Yamaka,
p. 314; 81-82. Caturvyavasita Yamaka, p. 314; 83-87. Mala Yamaka,

dialects, PP. 332-333 ;

dialeets, pp. 338-334



addressing superiors, pp. 336-337; 9. Addressing employees, artisans

and artists, p. 337; 10. Addrewsing persons, of respeet, addressing per-

sons of equal status y 337; 11. The charioteer addressing the chariot-rider,
Addressing an ascetic or a person witli boatitude, pp. 337-338; 12.
Addressing princes, Addressing inferior persons, p. 338; 13. Addressing

persons by their occupation or birth, p. 339; 14. Addressing a son or a

disciple p. 339; 15. Addressing Buddhist and Juin monks, Addressing

persons of other sects, p. 339; 16. People addressing the king, pp. 339-

340; 17-18. Sages addressing the king, The Jester addressing the king, The

Jester addressing the queen, her maids, and the king addressing the Jester,

p. 340; 19. Women addressing their husband, p. 341; 20. Addressing the

older and the younger brothers, p 341; 21. Modes of addressing women and

female asceties and goddesses, p. 341; 22. Addressing wives of senior
persons, and elderly ladies, Addressing an accessible woman and an old

lady, pp. 341-342; 23-24. Addressing king's wives, p. 342; 25. Address-

ing unmarried princesses and & sister, pp 342-343; 26. Addressing a

Brahmin lady, a nun or a female ascetic, addressing one's wife, p. 343; 27.

Women addressing their equals, addressing a hand-mand, p. 343; 28.

Addressing a courtezan, p. 343; 29. Addressing the wife in love-making,

p. 344; 30. Giving names to ditferent characters in a play, p. 344; 31.
Names of Brahming and Ksatriyas, p. 344; 32. Naming merchants and

warriors, p. 344; 33. Naming king's wives and courtezans, p. 345; 34.

Naming handmaids and menials: p. 340; 45. Naming superiors, p. 345 ;

37-37 a.Naming other persons, D. 345; 37-38. Qualities of Recitation,

p. 346; 38-40. Seven notes to suit different Sentiments, p. 346; 40-43.
Uses of the three voice registers, p. 346; 13. Uses of the four necents;
P. 347; 43-44. Two ways of intonation, D. 347; 45. The Six Alam-
kãras, p. 348; 4557. Usce of the six Alankaras, pp. 348-350; 38-59.

Intonation in different Sentiments, Sir limbs of enunciation, pp. 350-351 ;

59-60, Pause defined, pp. 351-352; 60-61. Uscs of Pause, p. 352; 62-67.

Hands in connexion with Alankaras and Pause, p. 352; 68-78. Drawn-

out syllables ahd their use, pp. 353-354.

CHAPTER TWENTY
TEN KINDS ON PLAY, Pages 355-379

1-9 Tenfold division of plays and their structure, p. 355; 10-12.

The Nätaka, p. 356; 13-1% The Act, pp. 356-357; 19-26. Incidents not

directly presentable in an Act, pp. 358-359; 27-35. The Introduetory Scene,

pp. 359-360; 36-38. The Supporting Seene, pp. 360-361; 39-40. Number

of dramalis personae, p. 361; 41-42. Introducing chariots and palacea

on the stage, pp. 361-362; 43-47. Introdueing an army on the stage

p. 362; 48-50. The Prakarain, pp. 202-364; 59-63. The Natikã, pp.

364-365; 64-68. The Samavakira, pp. 365-366; 67. The first act of the

peal odie



Samavakara, p. 366; 68-69. The second aed the third acts of the Sama-

vakãra, pp. 386-367; 70. The three kinds of Excitement, p. 367; 71.

Three kinds of Deception, 1. 367; 72. Three kinds of Love, p. 367; 73.

Love together with duty, pp. 367; 74. Love together with material gain,

11. 368; 75. Love due topassion, p. 368; 76-77. Metres not allowed in

the Samavakira, p. 368; 78-83. The Thamga, Dp. 368-369; 84-89. The

Dima, 1. 370; 90-93. The Vyayoga, p. 370; 94-96. The Utersti-
kinka, p. 371; 97-101. Scenes with celestial Heroes, pp-372. 371; 102.
The Prahasana, p, 372; 103-104. The pure Prahasana, D. 372; 105-107. The
mixed Prahasana, Pp. 372-373; 107-111. The Bhana, p. 373; 112-113
The Vithi, pp. 373-374; 114-116. Thirteen types of the Vithi, p. 374 ;
117. Accidental Interpretation, p. 374; 118. Transference, p. 374; 119.
Ominous Significance, p. 374; 120-121. Incoherent Chatter, p. 375; 122.
Compliment, p. 375; 123. Enigma and Rapartee: p. 375; 124. Outvy-
ing, p. 375; 125. Deception, 375; 126. Declaration, p. 376; 127.
Crushing, p. 376; 128. Three Men's Talk, p. 376; 129-131. Undue
Combination of Words, p. 376; 132-133. Thr Lusya, p. 377; 134-135. The
twelve types of the Lasya, 1. 377; 136-137. Geyapada, p. 377; 188,

CHAPTER TWENTYONE
THE LIMBS OF THE JUNCTURES, Pages 380-400

1. The five Junctures of the Plot, p. 380; 2. The two kinds of
Plot; 308; 3-5. Their definition, p. 380; 6-8. The five stages of the

action; pp. 380-381; 9. Beginning, p. 381; 10. Effort, p. 381; 11.
Possibility of Attainment, p, 381; 12. Certainty of Attainment, p. 381 ;
13-15. Attainment of Resulte, pp. 381-382; 16-17. Play to begin with
the Principal Plot, p. 382; 18-19. Rules about the omission of Junctures,
D. 382; 20-21. The five elements of the Plot, p. 382; 22. The Germ,
p. 388; 23. The Prominent Point, p. 383; 24. The Episode, p. 383 ;
25. The Episodical Incident, p. 383; 26-27. The Dénouement, p. 383 ;
28. Secondary Junctures inthe Episode, p. 384; 29. Limit of the Epi-
sode, p. 384; 30. The Episode Indication, p. 384; 31. The lint Episode
Indication, p. 384; 32. The Second Episode Indication, p. 384; 33. The
Third Episode Indication, p, 384; 34-35. The Fourth Episode Indication.
p. 385; 36-37. The five Junctures, p. 385; 38. The Opening, p. 385;
39. The Progression, p. 385; 40. The Development, p. 385; 41. The
Pause, pp. 385-388; 48-43. The Conclusion, p. 386; 44-47. Junctures
vary in different types of Drama, p. 386; 48-50. Subjuncture, p. 387 ;
51. Alternative Junctured, p. 397; 58-53. The sixfold needs of the Limbs
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Sthitapathya p, 378; 139. Asina, p. 378; 140. Puspagandika, p. 378 ;

141. Pracchedaka, p. 378; 142 Trimudhaka, p. 378; 143. Saindhavaka,

p. 378; 144. Dvimudhaka, p. 379; 145. Uttamottaka, p. 379; 146.
Vicitra pada, p. 379; 147. Uktapratyukta, p. 379, 148-150. Bhavita, p. 379.



of the Junctures, p. 387; 84-87. Uses of the Limbs of the Junctures,

pp. 387-388; 58-68. The sixtyfour limbs of the Junctureg, pp. 388-389 ;

89. Limbs of the Opening, Suggestion, p. 389; 70. Enlargement, Betablish-

ment, p. 389; 71. Allurement, Decision, pp. 389-390; 7% Accession,

Settling p. 390; 73. Conflict of Feelings, Surprise, p. 390; 74. Dis

closure, Aotivity, p. 390; 75. Incitement, Limbs of the Progression,

p. 399; 76. Amorousness, Pursuit, p. 391; 77. Refusal, Pessimism, p. 391 ;

78. Joke, Flash of Joke, p. 391; 79. Moving Forward, Hindrance, p. 391 ;

80. Pacification, Sweet Words, pp. 391-392; 81. Thunderbolt, Reference,

p. 892; 82. Meeting of Castes, Limbs of the Development, p. 342;

83. Mis-statement, Indication, p, 392; 84, Supposition, Exaggeration

p. 392; 85. Progress, Propitiation, p. 393; 86. Deduction, Supplication,

p. 393; 87. Revelation, Quarrel, p. 393; 88. Outwitting, Disinay, p. 393 ;

89. Panicky Commotion, Limbs of the Pause, p. 393; 90. Censure, Angry

Words, p. 394; 91. Insolence, Placation. p. 394; 92. Assertion, Rever

ence, p. 394; 93. Rebuke, Lassitude p. 394; 94. Opposition, Alter-

cation, p. 394; 95. Summing Up, Humiliation, p. 39; 965. Foresight,
Limos in the Conclusion, p. 395; 97. Junction, Awakening, p. 395; 98,

Assembling, Ascertaioment, p. 395; 99. Accusation, Confirmation. pp.
395-396; 100. Gratification, Joy, p. 396; 101. Deliverence, Surprise,
p. 396; 10%. Clever Speech, Retrospect, p. 396; 103-105. Termination,
Benediction, pp. 396-397; 106. Five Explanatory Devices, p. 397; 107-
108. The Supporting Scene, p. 397; 109. The Intimating Speech, p.
397; 110-111. The Introductory Scene, p. 398; 112. The Transitional

Scene, p. 398; 113. The Anticipatory Scene, p. 398; 114-130. An ideal

Nataka, pp. 398-400.

THE STYLES, Pages 401-409

1-5. The origiu of the Styles, p. 401; 8-11. The origin of the

Verbal Style, pp. 401-402.; 12. The origin of the Grand Style, p. 40%;

13. The origin of the Graceful Style, 1. 402; 14-16. The origin of the

Energetic Style, p. 108; 17-25. The origin of the Ny&ya, pp. 408-404;

86. The four variotios of the Verbal Style, p 104; 27. The Laudation, p.

104; 28-29. The Introduction, p. 404; 30-31. The five varieties of the
Introduction, p. 404; 32. Opening of the Story, p. 404; 33. Particular

Presentation, p. 405; 34-37. Personal Businese, p. 405; 38-40. The

Grand Style, pp. 405-406; 41. The four varieties of the Grand Style, pp.

406; 42. The Challenge, p. 406; 43 Change of Action, p. 406; 44 The

Harsh Discourse, p. 306; 45-46.Breach of Alliance, p. 406; 47. The

Graceful Style, p. 407; 48. The four varieties of the Graceful Style, p.

107; 49-50. The three-kinds of Pleasantry, po 47; 51. Begioning of
Pleasantrz, p. 407; 52. Unfoldment of Pipasantry, p. 407; 58-54. Covert
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Pleasure, p. 408; 58-56.

The Energetic Style, p. 408; 57. The fourvarieties of the Energetic Style, p. 408; 58. Compression, pp. 408-409;

49. Commotion, p. 409; 60. Raising the Theme, p. 409; 61-62. Confliet

p. 109; 63-68. Styles according to Sentiments, p. 409 ;

THE COSTUMES AND MAKE-UP, Pages 410-439

1-3. Necessity of the Costumes and Make-up, 410; 4. Four kinds

of Costumes and Make-up, p. 410. 5-8 The four kinds of model-work,

pp*410-411; 9 Decoration, p. 411; 10. Garlands, p. 411; 11. Four
kinds of ornament, p. 411; 12.Piercing ornaments, Tied-up ornaments,
1. 411; 13. Worn ornaments, Put-round ornaments, p. 412; 14. Ornaments

according habitation and tribal origin, p. 412; 15. Ornaments for males :

Head ornamento, Ear ornaments, p. 412; 16. Neck ornamente, Finger

ornaments, pp- 412-413; 17. Ornaments of the forearm, Wrist ornaments,

p. 413; 18. Oruamente above the elbow, Breast ornaments, p 143;

19. Ornaments for the entire body, Waist ornaments, p. 413; 28-23.

Ornaments for females: Head ornaments, p. 419; 23-25. Dar urnaments,

Pp. 414-415; 26-27. Neck ornaments. p. 4l; 28. Breast ornaments,

p. 415; 29. Arm ornaments p. 416; 30. Finger ornaments, p. 416; 31-33.

Hip ornaments, pp. 416-417; 34-36. Ornaments of the ankles, p. 417; 37-44.

Other rules about ornaments, pp. 417-418; 45-51. Costume of celestial

women p. 418-419; 52. Siddha women.p. 419; 53. Gandharva women

D. 419; 54, Raksasa women, p. 419; 55. Goddesses, p. 419; 56-57. Monkey

females, pp. 419-420; 58. Human females according to their countries, p.

420; 59. Women of Avanti and Gauda, p. 420; 60 Abhira women, p. 420 ;

61. Women of the North-east, p. 420; 62-63. Womeu of the South, p. 420 ;

64. Ornaments to be worn in the right place, pp. 420-421; 65-67. Dresses

to suit the condition of females, p. 420; 68. Painting the limbs, p. 421 ;

69. The four original colours, p. 421; 70. The derivative colours, p. 421 ;

71-74. The primary derivative colours, pp. 421-422; 75-80. The secon-

dary derivative colours, p. 422; 81. Living beings, p. 422; 82. Lifeless
objects, p. 422; 83. Lifeless objects in human form, p. 422; 84. Painting
the limbs, p. 422; 85-87. Colour for gods, p. 423; 88-89. Colours for
demigods, 90-92. Colours for human beings in different regions, 1, 424; 93.
Colours for Bhutas and Dwarfs, 1. 424; 94-98. Colours of different
peoples of Bharatvarça, p. 424; 99-101. Colours of different tribes, p. 425 ;
102. Colours of different castes, 1% 426; 108-109. Rules for the beard, p.
426-427; 110-127. Rules for different costumes, pp. 427-429; 128. Usc of
masks, p. 429; 120-139. Three kinds of crown, pp. 430-431; 139-145. Rules
of different hairs, p. 431; 146-148. The Sa jiva, p. 432; 148-155. The use
of weapons, pD. 482-433; 156-158. Use of other objects, p. 433; 159.
Indra's Banner-staff, p. 438; 160-167. The Jarjara, PD. 139-434; -167-170.
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The Dandakästha, p. 13k; 170-180. The making of maska, pp. 485-436;

180-187. Other accessories, p. 436; 187-198. The realistic and conven-

tional objects, p. 437; 198-208. Making of ornamente, pp. 488-439 ;

208-211. Use of weapons on the stage, p. 489.

THE BASIC REPRESENTATION, Pages 440-482

1-8. Importance of Temperament p. 440; 3. The definition of

Temperament, p. 440; 4-5. I'eminine graces in the drama, pp. 440-441 ;
6. Physical graces of women, p. 441; 7. The origin of these graces, p.
141; 8. Feeling, p. 441; 9-10. Emotion, p. 441; 11. Passion, p. 441;
12-13. Natural Graces of women, 1. 142; 14. Sportive Mimicry, p. 442;
15. Amorous Gesture, p. 442; 16, Dishabille, p. 442; 17. Confusion,
p. 142; 18. Hysterical Mood, p. 443; 19. Manifestation of Affection, p.
143; 20. Pretended Anger, 1. 448; 21, Affected Coldness, p. 449; 22.
Lolling, 1, 448. 23. Want of Response, p. 443; 24. Involuntary Graces
of women, p. 444; 25. Beants, 1. 446; 26 Charm, Radiance, D. 414; 27.
Delicacy Do 444; 28. Self-coutrol, 1. 444; 29-30 Courage, Diguity, 1.
444-445; 31. Eight aspects of the male Temperament, p. 445; 32. Brilli-
ant Character, D. 445; 33. Graceful Bearing, p. 145; 34. Self-posse-
ssion, p. 445; 35. T'enacity, pp. 445-446; 36. Gravity, p. 446; 37. Spor-
tiveness, p. 446; 38. Nobility. p. 446; 39. Spirit, p. 446; 10-41. Hist-

rionic Representation through the body, p. 446; 42. Word, 1. 447; 43.

Rarpesentation, p 468; 52. Accosting, Prattling, D. 448; 03. Lament,
Repeated Speaking. p. 448; 54. Dialogue, Change of Words, pp. 448-449 ;

Message, Agreement, p. 449; 56. Command, Pretext, p. 449; 57.
Instruction, Statement, D. 449; 58-71. Another classification of the Verbal

Representation, pp. 449-451; 72-73. The basic Representation, p. 451;
74-75. Regular Historionic Representation, p. 451; 76-77. Irregular

Historionic Representation, p. 451; 78. Laksana defined, p. 458; 79.
Practice preferred to she Sastra, p. 452; 80. Representation of the
sensual perception, p. 452; 81. Sound, p. 452; 82. 'Touch, 1. 452;
83. Form, p. 452; 84-85. Taste and Smell, pp. 452-453; 86. Importance

of the mind, p. 453; 87. The three aspects of the of the mind p.
153; 88-89. The favourable mind, p. 353; 80. Tho unfavourable
mind, p. 453; 91-9%. The indifferent mind, p. 433; 93. The meaning

of "personal", and the meaning of "external", pp. 453-454; 84-95.
Desire, p. 454; 95-96. Love, p. 454; 97-98. Erotic Affair, p. 404;

89-100. Various types of women, 1. 454; 101-108. The woman of

divine type, pp. 454-455; 103-104. Tho woman of Acura typo, p. 455;

106-106. The womar of Gandharva type, m. 455; 107-108. The woman of
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Raksasa type, p. 458; 109-110. 'The woman of Naga type. p. 455; 111-

118. The woman of bird type, p. 456; 113-114. The woman of Pisses

type, p. 456; 115-116. The woman of Yakça type, p. 456: 117. The

woman of tiger type, p. 458; 118-119. The human female, pp. 456-457 ;

180-121. The woman of monkey type, p. 459; 122-123. The woman of

clephant type, p. 457; 124125. The woman of deer type, p. 457; 196.

The women of fish type, p. 457; 127-128. The woman of camel type, p.

457; 129. The woman of Makara type, p. 458; 130-131. The woman of

28s type, p. 458; 132-133. The woman of swine type, p. 488; 134-135.

Therwoman of horse tope, p. 458; 136-137. The woman of buffalo type,

p. 458; 138-139. The woman of goat type, p. 458-459; 140-141. The

woman of horse type, p. 459; 142-143. The woman cow type, p. 459; 144-

147. Etiquette towards women, pp. 159; 147-149. Two classess of Eti-

quette, p. 460, 149-150. King'+ Etiquette towards women, p. 460; 150-155.

The three classes of women; pp. 460-461; 156-159. The beginning of love,

p. 461; 160-162. Signs of love, p. 462; 163-165. Sigus of & courte

zan's love, p. 462; 166-167. Signs of love in a highborn lady, p. 482 ;
168. Signs of a maiden's love, p. 462; 169-171. Various stages of her love,

172-173. Longing, PD. 462-463. 174-175, Anxiety, p. 463; 176-177. Pr
collection, p. 463; 178-179. Enumeration of Merits, pp. 463-164; 180-
181. Distress, p. 464; 182-183. Lamentation, D. 464; 184-185. Insanity,
11. 464; 186-187. Sickness, pp. 464-465; 188-189. Stupor, p. 465; 190.
191, Death, p. 465; 192. Manifestation of men's love, p. 465; 193.
Characteristics of love, p. 465; 194-196. Women seperated from
thebeloved one, pp. 465-466; 197. Relief in lovesickness, p. 466;
198-200. The female Messenger, p. 466; 201-207. The king's Etiquettr

to women, pp. 466-467; 208-209. Reasons for Conjugal Union, p. 467;
210-211. Eight kinds of Heroine, p. 267; 212. The Heroine dressed
up for Union, p. 268; 214. The Heroine having her husband in subjec
tion, 1. 268; 215. The Hernine seperatrd by quarrel, p. 268; 316.
The chragod Heroinc, I 268; 217. The deccived Heroine, p. 268;

218. The Heroine with a sojourning husband, mp. 268-269; 219.

The Horoine moving to her lover, p. 269; 220. Representation of the

different Heroines, p 469; 221-223. Enragod, deceived and quarreling

Heroines, p. 469; 223. The Heroine with a sojourning husband, p. 469;
224. The Heroine having a husband in subjection, p. 469; 225. Different
classes of Hernine moving to their lover, p. 469; 226. The courtezen, p
470; 227. The woman of high family, p. 470; 228. The hand-maid. p. 470 ;
229-238. How to mert a sleeping lover, p. 470; 233-235. The Conjugal
Union, p. 470; 236. Behaviour at the Conjugal Union, p. 470; 237-299.
Preparation for the Conjugal Union, p 471; 240-244. Acts prohibited ou
the stage, p. 472; 845-252. The Heroine in expectancy. p. 472; 253-25%
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Personal omens, pp. 479-474; 258. Heroint's reception of the beloved,

p. 474; 259-264. Reeciving the guilty lover, pp. 474-475; 264. Causes

of jealousy, p 475; 265-286. Depression, p. 475; 267-268. Mired Feeling,

p. 475; 269-270. Disgust, pp. 475-476; 271-272. Anger, p 478; 873-292.

On treating & lover at fault, pp. 476-478; 293-298. Acts forbidden on the

stage, pp. 478-479; 299-300. Endearing terms for the beloved p. 479;

301. Angry terms of address for the beloved, p. 479; 302-309. Endearing

terms of address explained, pp. 479; 310-319. Angry terms of address

explained, pp. 480-481; 320-328. (toddesses in human roles, pp. 481-482.

DEALINGS WITH COURTEZANS, Pages 483-492.

1-2. The definition of a Gallant, p. 483; 3-8. Qualities of & Gallant,

pp. 483-484; 210. The female Messeuger, p. 484; 11-12 Qualities of a
Messenger, p. 484; 13-18. Functions of the female Messenger, p. 485; 19.
The woman overcome with love, p. 485; 20-23. The attached woman, pp.
485-486; 24-27. The hostile woman, p. 486; 28-29. Winning back of
women's heart, p. 486; 30-31. Causes of hostility, p. 488; 32-35. Aots

winning women's heart, pp. 186-487; 36. The three types of woman, p.

487; 37-39. The superior woman, p. 487; 40-41. The middling woman,

p. 487; 42. The inferior woman, p. 487; 43. The four stages of

woman's youth, p. 488; 44. The primary youth, p. 488; 45. The

secondary youth, p. 488; 16. The tertiary youth, p. 488; 47-48.
The quarternary youth, P. 488; 49. Behaviour in the primary youth,

p. 488; 50. Behaviour in the secondary youth, pp. 488-489; 51.

Behaviour in the tertiary youth, p. 429; 52. Behaviour in the quarternary

youth, p, 489; 58-54. Five types of man, p. 489; 55. The excellent man,

n 489; 56-37. The superior man, 1. 489; 68-59. The middling man,
p. 490; 60-61. The inferior man, p. 490; 62-63. The too old man, p. 490;
64-66. Psychological approach to women, pp.490-491; 67. Conciliation,
p. 491; 68. Gift. p. 491; 69. Dissention, Chastisement, p. 491; 70-72.
Application of Conciliation, Gift ete p. 491; 73. Rrading a woman's

heart from her behaviour, p. 491; 7480, A courtezan's mercenary
treatment of men, p. 492.

CHAPTER TWENTYSIX
SPECIAL REPRESENTATION, Pages 493-510

1, Spocial Reproscatation, p. 493; 2-4. Day, night, scason etc. B.

Objects on the ground, p. 493; 6. Moonlight, happiness and air ete, p.

194; 7. The sun, dust, smokertc. 8. Midday sun, p. 494; 9. Pleasant

objecto, p. 494; 10. Sharp objects, p. 194; 11. Deap and exalted focling,

p. 494; 1& Necklace and flowers cte, p. 494; 18. The idca of entirety,
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p. 494; 14. Audible or visible objocts, p. 194; 15. Lighting, shooting stra
etc. p. 495; 16. Repugnant objects, p. 495; 17. Hot wind and heat ete.
p. 495; 18. Lions, bears etc. p. 494; 19. Worshipping superiors, p. 495 ;
20-22. Numerale, p. 495; 23. Umbrellas, Banners etc, p. 196; 24. Memory
and meditation ete, p. 496; 25. Height, p. 196; 26. Past and Cessation
cto, p. 488; 27. The autumi, p. 496; 28-30. The early winter, pp. 496-
497; 31. The winter, p. 477; 32. The spring, p. 497; 33. The summer,

p. 497; 35, The raino, p. 497; 35. The rainy night, p. 197; 36-37.

Seasons in general, pp, 497-498; 38. The Statca, p. 498; 39-40. The
Determinants, p. 498; 41-44. The consequents, pp. 498-499; 45-46. General

diretions for represcntation, p. 499; 47. Men's and women's efforts, p.

499; 48. Women's mevements of limbs, p. 499; 49. Meaning of words,р. 199; 50-51. Joy, p. 499-500; 52, Anger, p. 500; 53-54. Jealous Anger of

women, p. 500; 55. Mcn's sorrow, p. 500; 56-57. Women's sorrow, p.

500; 58. Men's fear, p. 500; 59-60. Women's fear, pp. 500-501; 61-64.

Women's intoxicated condition, pp. 501; 65. Parrorts and Sarikas, p. 501.

66. Big birds, p. 50l; 67. Asses and Camels, p. 501; 68-70. Bhutas and

Pisacas, p. 502; 70-71. Grocting an invisible person, p. 502; 71-73.
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INTRODUCTION

I. The Present Work

1. General 'History of the Study

Since the West oame to know of the Sanskrit literature through

William Jones's translation of the Sakuntala', the nature and origin of the

ancient Indian theatre have always interested scholars, especially the

Sanskritists, all over the world. H. H. Wilson who published in 1826 the

first volume of his famous work on the subject' deplored that the Natya-

sastra, mentioned and quoted in several commentaries and other works,
had been lost for ever". E. Hall who published in 1865 his edition of the
Dasarupa', a medieval work on the Hindu dramaturgy, did not see any Ms.
of the Natyalästra till his work had greatly advanceds. And for the time
being he printed the relevant chapters of the Natyasastra as an appendix to
his Dajarupa. Inter on he undertook to critically edit the Ms. of the
Natyaastra he acquired; but this venture was subsequently given up,
due perhaps to an insuficieney of materials which consistod of one unique
Ms. full of numerous lacunae." But even if the work could not be brought
out by Hall, his very important discovery soon helped others to trace similar
Mss. clsewhere. And in 1874 Heymann, & German scholar, published on

the basis of Mes. discovered up till that date a valuable article' on the

contents of the Matyasastra. This seems to have been instrumental

in attracting competent scholars to the study of this very important

text. The French Sanskritist P. Regnaud published in 1880 chapter

XVIl' and in 1884 chapter XV (in part) aud the chapter XVI? of the

Nätyasastra This was soon followed by his publication of chapters VI

and VIl in 1884.10 And J. Grosset another French scholar and a pupil

of Regnaud, published later on (in 1888) chapter XXVIII"' of the Natya-

sastra which treated of the general theory of Hindu music.

' Sacontale, or the Fatal Ring. Translated from the original Sanskrit and

•H. H. Wilson, Solect Spooimens of the Theatre of the Hindus 13 vols),

• Wilson, p. 37. Grosset, Introduction, p. iij.

• The Davarupa by Dhananjaya (Bibliotheca, Indica), Calcutta, 1861-1865.

• Grosset, Introduction, y. Ilj. • See note 5 above.

10 Rhetorique sansorite, Paris, 1814.

Precrita, Caloatta 1789.

Oslcutta, 1826-1827.

" Ueber Bharata's Natyasastram ill Nachrichten von der Koeniglischen

Gesollschaft der Wissenschaften, Gootingen 1874, pp. 86 E Kef. Grosset, Introduction

p I;. ID. pp 2-3.

'Lo disceptiomo chapitro du Bharatiya-nalyasistra, Annales du' Muse
Guimet; Tome, 1, 1860, pp. 85 f.

• La matrique de Bharata, taste Sansorit de deux chapitres du Natyasastra
publio pour premier fois et suivi d'une, interpretation francaise, Annales due blusee
Quimot, Tomo, IL, 1881, pp. 68 fl.

" Contribution a l'otado de la quaique hindou, Lyone, 1863.



But the different chapters of the work and studies on them, which

were published up till 1898, though very helpful for the understanding of

some aspeots of the ancient Indian dramntic works cannot be said to have
thrown any considerable light on the exact nature of the ancient Hindu
plays, especially the manner of their production on the stage. Sylvain
Lévi's Théatre indien (1890) in which he discussed comprehensively
the contribution of his predecessors in the field and added to it greatly
by his own researches, made unfortunately no great progress in this
specife direction. Though he had access to three more or less complete

attempt to make & close study of the entire work except its chapters

relative indifierence to the contents of the major portion (nearly nine-tenths)

of the work, seem to be principally the corrupt nature of his Ms. materials,

Like his predecessors, Lévi paid greater attention to the study of the

literary form of the ancient Hindu plays with the differencc that he utilised

for the first time the relevant chapters of the Natyadästra,' to cheek

the accuracy of the statements of later writers on the subject like

Dhanañjaya13 and Visvanatha'* who professed their dependence on the

Natyasastra. But whatever may be the drawback of Lévi's magnificient

work, it didan excellent service to the history of ancient Indian

drama by focissing the attention of scholars on the great importance of

well as one in the West were planning its publication. In 1894 Pandits

Shivadatta and Kashinath Pandurang Parab published from Bombay the

original Sanskrit text of the work!: This was followed in 1898 by
J. Grosset'slo critieal edition of its chapters I-XIV based on all the
Mos available up till that date.

Though nearly half a century has passed after the publication of

Grosset's incomplete edition of the Natyasastra, it still remains one of the

best specimens of modern Western scholarship, and though in the light of

the new materiais available, it is possible now-a-days to improve upon his

readings in & few places, Grossot's work will surely remain for a long

time a landmark in the history of the study of this important text. It is

& pity that this very exoellent work remains unfinished. But a fact
equally deplorable is that it failed to attract sufficient attention of scholars

" The author of the Dasarupa. See abore note d.

SO VIII

Mgs. of the Natyasastra, Lévi does not scem to have made any sérious

XVIL XX (XVIl XXll of our text) and XXXIV. The,reason for hig

the Natyasästra. Almost simultancously two Sanskritists in India as

" Ohapters IVII-XX ( XVIU-XXIl of our text).

' The author of the Sabityaderpana See below.

1 Sti Bharatamuni pranitar, Nalyasatram, (Karyamala, 12) Bombay, 1004.
' Treate du Bhurata nur lo Tboatro. Texto sanecrit, Edition critique. Tome

1. Partio, l. (Annaica de l'Universile de Lions, Fasc. 40, 1898)



interested in the subject. Incomplete though it was, it nevertheless
contined a good portion of the rules regarding the presentation of playe ou

the stage, and included valuable data on the origin and nature of the

ancient Indian drama, but no one seems to have subjected it to the
searching study it deserved. Whoever wrote on Hindu playe after Lévi
depended more on his work than on the Natyalästra itself, even when
this was available (at least in a substantial part) in a critical edition. It
may very legitimately be assumed that the reasons which conspired to
render the Natyasastra rather unattractive included among other things,

the difficulty of this text which was not yet illuminated by a commentary.

Discovery in the early years of the present century of a major por-

tion of a commentary of the Natyasästra by the Kashmirian Abhinava-

gupta!' seemed to five, however, a new impetus to the study of the

work. And it appeared for the time being that the Natyasastra would

yield more secrets treasured in the body of its difficult tost. But the first

volume of the Baroda edition of the work (ch. I-VII) ® including Abhi-
nava's commentary, disillusioned the expectant scholars. Apart from

the question of the merit of this commentary and its relation to the

available versions of the Natyasastra, it suffered from a very faulty trans-

mission of tho test. Not only did it contain numerous lacunae, but quite

a number of ite passages were not liable to any definite interpretation due
to their obviously vitiated nature. Of this latter condition the learned
cditor of the commentary says, the originals are so incorrect that a
scholar friend of mine is probably justified in saying that even if Abhi-
navagupta desecnded from the Heaven and seen the Mas. he would not
casily restore his original reading. It is in fact an impenetrable jungle
through which a rough path now has boen traced'. The testual condition

text) published in 1934'9 was not appreciably better.

But whatever may bo the real value of the commentary, the two

volumos of the Natyasastra published from Baroda, which were avowedly

to give the text supposed to have been taken by Abhinava as the basis of

his work, presented also considerable new and valuable materials in the

shape of variant readings collated from numerous Mes. of the text as well

as from the commentary. These sometimes throw new light on the con-

tents of Natyasastra, A study of these together with a new and more or

1 Dr. S. K. Do seems to be the fret in announcing the existence of a more or

less complete Ms. 01 Abhinava's commentary, and in recommending its publication.

1 Natyasastra with the commentary of Abhinavagupta, Edited with a proface,

Introduction and Index by M. Ramakrishna Kavi. Vol, II, Baroda, 1984.

TOOKIX

of Abhinava's commentary on chapters VIII-XVIII (VIII-XX of our

¡See Skit, l'oetics, Vol I. pp. 120-121.

Appandix and Index by Ramakrishna Kari, Vol 1, Barode 1928."Natyasastre with the commentary' of Abhinaragupta, Edited with an



less complete (though uncritical) text of the work published from Benares
in 19298° would, it is hoped, bo considered a desideratum by persons
interested in the ancient Indian drama. The present work has been the
result of such a study, and in it has been given for the first time a com-
plete annotated translation of the major portion of the Natyasästra based

on & text reconstructed by the author. ?1
2. The Basic Text

The toxt of the Natyasästra as we have seen is not available in a
complete critical edition, and Joanny Grosset's text (Paris-Lyons, 1898)
does not go beyond ch. XIV. Hence the translator had to prepare a cri-
tical edition of the remaining chapters before taking up the translation.?
For this he depended principally upon Ramakrishna Kavi's incomplete

edition (Baroda, 1926, 1934) running up to ch. XVIII (our XX) and

including Abhinava's commentary, as well as the Nirnayasagar and

Chowkhamba editions (the first, Bombay 1894, and the second, Benarcs,

1929). As the test of the Natyasastra has bern available in two distinot

recensions, selection of readings involved some difficulty. After the most

careful consideration, the translator has thought it prudent to adopt

readings from both the recensions, whenever such was felt necessary from

the context or for the sake of coherence, and these have been mentioned

in the footnotes. But no serious objection may be made against this

rather unorthodos procedure, for A. A. Macdonell in his critical text of

the Brhaddevata (Cambridge, Mass. 1904) has actually worked in this

manner, and J. Grosset too in his edition'does not give unqualified pre-

ference to any racension and confesses that due to conditions peculiar to

tions do not seem to have chaged much sine then.

1929.
" Thie edition will be published later on. The following chapters of the NS. have

partially ( 1-24 ) translated into English by the present writer in his Date of the Bharata-

the Mandavalsksaram, Madras, 1938 and chapters I-ILI translated into Bengali by

XL

the Natyasastra his test has 'un caractore largement éclectique' (Introdue-

tion, p. erv) and he further says 'nous n'avions pas l'ambition chimérique

de tendre a la reconstitution du Bharata primilif..... (loc. cit.). Condi-

so Sri-Bharatmuni-pranitam Nalayasastram. (Kashi-Sanskrit Series!, Benares,

been translated into Fronch: ch XIV and XV ( our XV and XVI) Vagabhinaye by

P. Regnaud in his Metrique du Bharata; see note 8 above, ch. XVII (our XYlII)

Ilasazidhara by Luigia Nitti-Dolei in her Les Grammairiens Piskrit, This has been

Natyasasira, See JDL, 1930, pp. 731. Chaptor XXVIII by J. Grosset in his Contribution

a l'otade de la musique hindou; see note 10 abore. Besides these, oh, XXVIlI by B.

Brooler in his Grund-elemente der alt-indischen Musik nach dem Bharatiyanalya-

sastra. Bonn. 1922, and ch. IV by B. V. N. Naida, P. 8. Naida and O. V. R. Pantlu in

tho late l'andit Asokenath Bhattacharyya in tho Vasamati, 1362 BS.



3. . Translation

Though the translation has been made literal as far as possible except

that the stock words and phrases introduced to fill up incomplete lines

have been mostly omitted, it has been found necessary to add & number of

of explanatory worde [enclosed in rectangular brackets] in order to bring

out properly the exact meaning of the condensed Sanskrit original.

Technieal torms have often been repeated (within curved brackets) in
the translation in their basic form, especially where they are explained
or defined. In cases where the technical terms could not be literally ren-
dered into English they were treated in two different ways : (1) they were
given in romanised form with initial capital letters eg. Bhang and Vithi

(XX. 107-108, °112-113), Nyaya (4411. 17-18) ete. (2) Words given as

translation have been adopted with a view to indicating as far as possible
the eract signifcance of the original, c.g. State (bhava) Sentiment (rasa),

Lest these should be taken in their usual English sense they are distin-

guishod by initial capital letters. Constantly occuring optative verbal

forms have been mostly ignored. Such verbs as kuryat and bhavet ete,

have frequently been rendered by simple 'is' or a similar indicative form.

And nouns used in singular number for the sake of metre have been silently

rendered by those in plural number and vice versa, when such was con-

sidered necessary from the context.

Notes added to this volumes fall generally into three categories.

(a) Text-critical. As the basie text is not going to be published imme-
diately, it has been considered necessary to record variant readings.
For obvious reasons variants which in the author's opinion are less
important have not been generally recorded. (b) Explanatory. These

includo among other things references to different works on allied

subjects and occasional short extracts from the same. Abhinavagupta's

commentary naturally occupies a prominent place among such works, and

it has very often been quoted and referred to. But this does not mean

that the worth of this work should be unduly exaggerated.' (c) Malerials

for Comparative Study. A very old text like the Natyasistra not
illuminated by anything like & complete and lucid commentary, should
naturally be studied in comparison with works treating similar topics

directly or indireotly. Hence such materials haro been carefully collated

as far as the resouroes at the author's disposal permitted.

XLI

VI. 33-34. Discovery (prüpti), Persuasion (siddhz), Parallelism (udaha-

rana) (XVII. 1), Prominant Point (bindu), Plot (vastz) (XX.15) ete :

4. Noles to the Traslation

1, See M, Ghosh, 'The NS. and tho Abhinavabharati" in 1FQ, rol, J, 1934,

pp. 16l8.



But even when supplied with those notes, rcadors of this translation
may have some difficulty in reconstructing from the work written in

a diluse manner the pioture of the ancient Indian drama in its theatrical

as well as literary form, as it axisted in the hoary antiquity, 10 give

them some help the theory and practice of the ancient Hindu drama has
been briefly discussed below together with other relevant matters.

Il. The Ancient Indian Theory of Drama
1. The Meaning of Natya

The word "Natya" has often been tranglated as "drama' and the
plays of ancient India have indeed some points of similarity with those of
the Greeks. But on a closer examination of the technique of their pro-
duction as described in the Natya‹ästra, the Hindu dramas represented by

the available specimens, will appear to be considerably different. Unless

this important fact is borne in mind any discussion on the subject is liable

to create a wrong impression. As early as 1890 Sylvain Lévi (pp. 423-424)

noticed that Indian Natya differed from the Greek drama from which

the Westerners derived their early conception of the art. Though it is

not possible to agree with Lévi on all pointe about the various aspects

of this difference and the causes which he attributed to them, no one

can possibly have any serious objection against his finding that, "Le

mataka par se nature autant que par son nom se rapproache de la dance

for reasons stated above fully utilize in this connection the Natyasastra

which contains ample materials for clarifying his conclusion.

The essential nature of the (Natya) derived from its etymology

cannot by any means be called fanciful. For in the Harivamsa' (c. 200 A.C)

we meet with an expression like natakam nantuh (they danced a play) and

The terms like rupaka or rupa (representation) and preksa (specta-

cle), all denoting dramatic works, also characteriso the Hindu dramas

and show their difference from the drama of the Greeks who laid

emphasis on action and not on the spectacle. Of the six parts of the

tragedy, the most typical of the Greek dramatic productions, Aristotle

puts emphasis on the fable or the plot and considers decoration to be un-

important. On this point the philosopher says :

"Terror and pity may be raised by decoration--the mero spectacle; but

they may also arise from the circumstance of the action iteelf, which is far

XIAT

scenique; le drame est l'action meme" (loc. cit). Lévi however did not

the Karpuramañjari' (e. 1000 A. C.) has an expression like sallaam

naccidaroam (a Sattaka is to be danced or acted).

• Visnuparzan, Oh. 93. 81, 28, *Ed. M. Giboah, p. 80.



Preferable and shows a superior poet, For the fable should be so construc-

ed that without the assistance of the sight its incidents may excite horror

and commisseration in those who hear them only;
"But to produce this elfect by means of the decorstion discovers rant of

But in case of the Hindu dramas the decoration (i. e. the costumes

and make-up) mostly plays an important part. Equally with five other

elements such as gestures and postures (angika), words (vacika), the
represcutation of the Temperament (sattva), it gives the Natya its charac-
teristic form. But in the theatre of the Greeks, it was not the case. In the
performance of the tragcdies, for example, they did not care much for the
spectale, if the declamation was properly made For Aristotle himself says
that, "the power of tragedy is felt without representation and actors"

Another peculiarity of the Hindu dramas was their general dependence

the chorus of the Greek tragedy introduced in it some sort of dance and

songs, the function of these elements seem to have ben considerably differ-

ent in the Hindu drama. The ancient Indian play was produced through.

words, gestures, postures, costumes, make-up, songs and dances of actors,

and the instrumental music was played during the performance whenever

necessary. But these different elements did not play an equal part in all the

plays or different types of play. According as the emphasis was to be put

on words, music, or dance, & play or its individual part partook of the

nature of what the moderns would call 'drama', 'opera', 'ballet' or 'dramatic
spectacle". Due to this nature the Hindu dramas which connected them-
selves in many waye with song, dance and instrumental music, had a literary

form which was to some extent different from that of the ancient Greeks.

But it was not so much due to this literary form as to the technique of

their production on the stage that the Hindu dramas received their special

character.

After forming a general idea of this Natya, from the various terms

used to denote it, one should enquire what the anoient Indian theorists

exactly meant by the term (Natya) or what they regarded as being the

essence of the dramatic art as opposed to the arts of poetry, fiction or pain-

ting. To satisty, our ouriosity on this point the Natyasastra gives us the

following passage which may pass for a definition of the Natya.

"A mimicry of the exploits of gods, the Asuras, kings as well as of

householders in this world, is called drama" (1. 120).

at ix tho poet; wão must allo be supplied with an expensiva aparatus"

(ІІ. ІШ). 4

ou dance (artya), song (gita), and instrumental music (vadya). Though

* Tbid. p. 17.



This description seems to tall in a line with Cicero's view that "drama

is a copy of life, a mirror of custom, a reflection of truth". In this state

ment Cicero evidently takes his cue from Aristotle who considered that the

art in general consisted of imitation (mimesis). But this does not help us
very much to ascertain the nature of drama as an example of 'imitation.
For the Greek philosopher nowhere defines this very essentially important

term. So when he declares that "epic poetry, tragedy, comedy, dythrambics

as also for the most part the music of the flute and of the lyre all these are

in the most general view of them imitations", one can at best guess how

drama imitates. There seems to be no such difficulty about understanding
the view of the Hindu theorists. The Natyasastra lays down very claborate
rules as to how the drama is to make mimicry of the exploits of men and
their divine or semi-divine counterparts. It is due to rules of representa-

tion that the Hindu drama has been called by the later thoprists a poem to

be seen' (SD. 270-271). By this term epic or narrative poetry and fiction

ete. are at once distinguished from drama which is preminently a spectacle

including a mimicry of activities of mortals, gods or demigods. It may

now be asked what exactly was meant by the word mimicry (anukarana)

uscd by the Indian theorists. Did this mean a perfect reproduction of the

• reality? For an answer to this question we are to look into the con-

ventions of the Hindu drama..

8. The Dramatic Conventions
That the Hindu theorists turned their attention very early to the

problem of dramatic representation and enquired about the exact placo of

realism or its absence in connection with the production of a play, is to be

scen clearly from their very sensible division of the technical practice into

lit. theatrical". By the realistic practice, the Natyadästra (XIV. 62-76 ;

XXIlI. 187-188) means the reproduction of the natural behaviour of men

and women on, the stage as well as tho eases of other natural presentation.

But from the very elaborate treatment of the various conventions regarding

the use of dance, songs, gestures and speeches etc. by different characters
it is obvious that tho tradition of the ancient Hindu theatre recognised very
early the simple truth that the real artto deserve the name, is bound to

allow to itself a certain degree of artificiality which receives its recognition

through many conventions. One very patent example of this conventional

practice on the stage, is speeches uttered 'aside' or as soliloquy. The

advocates of extreme realism may find fault with these as unnatural, and

the accusation cannot be denied, but on closer examiuation of circumstances

connected with the construction of a play as well us its production on the

stage, it will be found that if the spectatore are to demand realiem very

XLI

"realistic" (lokadharami, lit, popular) and "conventional" (natyadharmi,
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rigidly then no theatrical performence of any value, may be possible.

Neither the Hindus nor the Greeks ran after this kind of absurdity. Critics

of ancient Indian dramas will do well to remember this and to take care
to underetand the scope and necessity of various conventions relating to
the production, so that they may better appreciate the art of great

3. Time and place in Drama
Hindu playwrighte, unlike the majority of Greek tragedians, did

never make any attempt to restrict the fictional action to a length of time

roughly similar to that taken up by the production of a drama on the stage.

In developing plots they had not much restriction on the length of time,

provided that individual Acts were to include incidents that could take

place in course of a single day, and nothing could be put in there to interrupt

the routine dyties such as saying prayers or taking meals (AX. 23), and

the lapse of time between two Acts, which might be a month or a year (but

never more than a year)' was to be indicated by an Introductory Scene

(pravesaka) preceding the last one (XX. 27-28).
Similarly there was almost no restriction about the locality to which

individual Actors, and gods in their human roles were to be assigned,
except that the human characters were always to be placed in India i.e.

4, The Unity of Impression
In spite of having no rules restricting the time and place relating to

ditferent incidente included in the plot of a drama, the playwright had to be

caraful about the unity of impression which it was calculated to producc.

For this purpose the Natyasastra seems to have the following devices :

The Germ (bija) of the play as well as its Prominent Point (bindu)

was always to relate to evory Act of the play and the Hero was sometimes

to appear in every Aot or to be mentioned there (XX. 15, 30).

An Aot was not to present too many incidents (XX.24), and such

subsidiary events as might affect the unity of impression on their being

directly presented, were merely to be reported in an Introductory Scene.

Besides this, short Explanatory Scenes were sometimes put in before an

Act to clarify the events occuring in it (XXI). 106-111. All these, not only

helped the play to produce an unity of impression but also imparted to its

Plot & rapidity of movement which is essential for any kind of successful

dramatic presentation.

5. Criticism of Drama

Indians from very carly times considered plays to be essentially

'spectacle' (prekga) or 'things' to be visualised ; hence persons attending

^ Bharabhuti however violatos the rule in his Uttara, in letting many years

pare between dote I and II.
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play-wrights like Bhãa, Kalidãsa, Sudraka and Visakhadatta.

Bharats varsa (XX. 97).



the performance of a play were always referred to (NXVII. 48-57) 45

'spectators' or 'observers' (preksaka)® and never ne audience (grobr), although

there was always the specch element in it, which was a thing to be heard.
This disposes of the question of judging the value of a drama except in
connection with its production on the stage This importaner of the
representational aspret of a play has possibly behind it an historical reason.
Though in historical times we find written drumas produced on the stage,

this was probably not the case in very carly times, and the dialogurs

which contribute an important part of the drama were often impro-

vised on the stage by the actors", and this practice scema to hav

continued in certain classes of folk-plays till the late melieval times".

Hence the drama naturally continued to be loobed uporby Indians as

spectacles even after great playwright ereators like Bhisa, Kalidas,

Sudraka, and Bhavabluti had written their dramas which in spite of

their traditional form were literary master-piceps.
Now, dramas being essentially things to be visualiend, their judgement

should properly rest with the prople called upon to wither them. This
wa: not only the ancient Hindu vies, even the modern producers, in spite

of their enlisting the service of professional (drunatic) crities, depend

actually on the opinion of the common people who attend thir

performance.

The judgement of the drama which is to depend on spectators has
been clearly explained in the theory of the Suceess discussed in the Natya-

persons who usually assemble to witness a dramatic performance and what
varying tastes and inclinations they might possess. For, this may give us
some guidaner as to what value should be put on their judgement which
appear to have no chance of unity. In laying down the characteristice of a
drams the Nityasastra has the following : "This (the Natya) teaches duty to
those bent on doing their duty, love to those who are eager for its
fulfiment, and it chastises thesp who are ill-bread or unruly, promotes self-
restraint in those who are disciplined, gives courige to cowards, energy
to heroie persons, enlightens men of poor intelleet and gives wisdom to tho
Icarned. This gives diversion to kings, firmness [of mind] to persons afflicted
with sorrow, and hints of acquiring) wealth to those who aro for carning
it, and it brings composure to persons agitated in mind. The drama as I

Radha's love-alsire, seems to haro been tho musical trauework of a drama. We rawin our early boyhood that extemporised dialogues were a special feature of the old type
Bongali Yotras. Thero have totally disappenred now under the induence of modern
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Sãstra (AXVID. In this counction one murt remember the medley of

' Prcksa occurring in NS. III. 99. Bcoms to bo the same as pokkh montionedin Pall Brahamejalasutta Soo Levi. Il. p. 04.
• Winternitz, Vol.I. pp. 101-102.

1o The Kronakirana, & culloction ul Middle Bongali songs on Krana and

sacatre which dopend on thorougbly written playu,



havo devised, is a mimicry of actions and conducts of people, which is rich
in various emotions and which depicts different situations. This will relate
to actions of men good, bad and indisterent, and will give courage, amuse-

ment and happiness as well as counsel to them all" (I.108-112).

It may be objected against the foregoing passage that no one play can

possibly please all the diferent types of people. But to take this view of

a dramatic performance, is to deny its principal character as a social
amusement. For, the love of spectacle is inherent in all normal people and
this being so, every one will enjoy a play whatever be its theme, unless it
isoto contain anything which is anti-social in character. The remarks of
the author of tho Natyasastra quoted above on the varied profits the specta-
tors will reap from witnessing a performance, merely shows in what diverse
ways different types of plays have their special appeal to the multitu-

dinous spectators. And his very detailed treatment of this point, is for the

sake of suggesting what variousaspects a drama or its performance may

have for the spectators. This manysidedness of an ideal drama has been
very aptly summed up by Kalidisa who says, "The drama, is to provide

satisfaction in one [place] to people who may differ a great deal as regards
their tastes" (Malavi. I.4). It is by way of cremplifying the tastes of such
persons of different category that the Natya stra says :

"Young people are pleased to see [the presentation off love, the
learned a reference to some [religious or philosophical] doctrine, the seckers

after money topics of wealth, and the paesionless in topics of liberation.
Heroic persons are always pleased in the Odious and the Terrible

Sentiments, personal combats and battles, and the old people in Puranic

legends, and tales of virtue. And common women, children and uneultured
persons are always delighted with the Comic Sentiment and remarkable
Costumes and Make-up"' (XXV. 59-61).

These varying tastes of individual spectators were taken into consi-

deration by the author of the Natyasastra when he formulated his theory of

the Success. The Success in dramatic performance was in his opinion of two

the divine Success seems to be related to the deper aspoets of a play and

came from spectators of a superior order i.c. persons possessed of culture

and education (XXVII, 16-17), and the human Suecess related to its

superficial aspects and came from the average spectators who were ordinary
human beings. It is from these latter, who are liable to give expression to
their enjoyment or disapproval in the clearest and the most energetic
manner, that tumultuous applause and similar other acts procceded

(XXVII. 3, 8-18, 13-14), while the spectators of the superior order gave
their appreciation of the deeper and the more subtle aspects of a play

(XXVII, 5, 8, 18, 16-17). During the medieval times the approval of the

spectators of the latter kind-came to bo considered appreciation par
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kinds, divine (daiviki) and human (munusi) (XXVII. 2). Of these two,



excellence and pre-occupied the experts or learned orities. They analysel
its process in every detail with the greatest possible care in their zcalous
adherence of Bharata's theory of Sentiment (rasa) built upon what
may be called a psychological basis.

But in spite of this Inter development of this aspect of dramatic cri-

ticism it never became the preserve of specali-ts or scholars. Critica never

forgot that the trama was basioally a social amusment and as such depen-

ded a great deal for its success on tho average speetator. Even the Natya-

sastra has more than once very clearly said that the ultimate court of appeal

concerning the dramatic practice was the people (XX. 125-126). Hence a

fixed set of rules, be it of the Natyaveda or the Natyanstra was never

considered cough for regulating the criticism of a performance. This
seems to be the reason why apocial Asessors appointed to judge the
different kinds of action occurring in a play (XXVI, 85-69), decided in
co-operation with the select spectators, who among the contestants descruml
to be rewarded.

6. The Four Aspects of Drama.
Though the Hindu plays are usually referred to as 'dramn' all the ten

ing dramas in the modern sense. Dur to the peculiar technique of their
construction and production they would partially at least partake of the
nature of pure drama, opera, ballet or merely dramatic spretacle. To under-
stand this technique one must have knowledge of the Styles (ortli) of dra-

in number are as follows: the Verbal (pharati), the Grand (sültvati), the
Energetic (arabhati) and the Graceful (kaisiki). The theatrical presenta-

tion which is characterised by a preponderating use of speech (in Skt.) and
in which male characters are excusively to be employed, in said to be in the
Verbal Style (XXII. 25ff.). This is applicable mainly in the evocation of the
Pathetic and the Mervellous Sentimente. The presentation which depends
for its effeet on various gestures and speeches, display of strength as well as
acts showing the rise of the spirits, is considered to be in the Grand Style
(XXII. 38 ff). This is applicable to the Heroic, the Marvellous and the
Furious Sentiments. The Style which includes the presentation of a bold
person speaking many words, practising deception, falsehood and bragging
and of falling down, jumping, crossing over, doing deeds of magic and
conjuration ete, is called the Energetic one. This is applicable to the Terri-
ble, the Odious and the Furious Sentiments (XXII. 55ff), The presenta-
tion which is specially interesting on account of charming costumes worn
mostly by female characters and in which many kinds of dancing and sing-
ing are included, and the themes acted ralate to the practice of love and its
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varieties of play (nipa) urseribed in the Natynastru are not strictly apoak-

matic production described in the Natyafñstra (XXII). Thesc being four



enjoyment, is said to constitute the Graceful Style (XXII. 47ff). It is pro-

per to the Erotio and the Comic Sentiments.

From a careful examination of the foregoing descriptions one will see

that the Styles, excepting the Griceful, are not mutually quite exclusive in

their application. On analysing the description of different types of play
given in tho Natyatastra it will be found that the Nataka, the Prakarana.
the Samavakara and the Thamgga may include all the Styles in their presen-

Bhana and the Vithi, only some of these (XX. 88, 96). Hence one may call
into question the soundness of the fourfold theoretical division of the Styles
of presentation. But logically defretive though this division may appear,
it helps one greatly to understand the prevailing character of the perfor-
mance of a play as it adopts one or more of the Styles, and gives prominence
to one or tho other. It is a variation of emphasis on these, which is
responsible for giving a play the character of a drama (including a dramatic
spectacle), an opera or a ballet, Considered from this standpoint, dramas or

dramatic spectacles like the Nataka, the Prakarana, the Samvakära and

the Thämrga may, in their individunl Acts. betray the characteristics of an

opera or a ballet. The Prahasana, an one Act drama to be presented with

attractive costumes and dance, may however to some extent, partake of the
nature of a ballet. The Dima, the Vithi, the Bhaga, ihe Vyayoga and the
Utsistikinka are simple dramas devoid of dance and colourful costumes.

IlI. Literary Structure of the Drama:
1. Ten Types of Play

The Nitako. To understand the literary structure of the Hindu
drama, it will be convenient to take up first of all the Nataka which is the
most important of the ten kinds of play described in the Natyasastra'.

(a) Subject-matter and division into Acts.

The Nataka is a play having for its subject-matter a well-known
story and for its Hero & celebrated person of exalted nature. It describes
the character of a person descending from a royal secr, the divine protoc-
tion for him, and his many superhuman powers and exploits, such as
success in different undertakings and amorous pastimes; and this play

should have an appropriate number of Aets (XX. 10-12).
As the exploits of the Hero of the Nitaka have been restricted to his

success in different undertakings including love-matters, it is a sort of
'comedy', and as such it can never permit the representation of the Hero's
defeat, flight or capture by the enemy or a treaty with him under compul-
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tation, while the Dima, the Vyayoga, the Prahasana, the Utsrstikanka, the
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sion. Such a representation would negutive the subjret of the play which
is the triumph or the prosperity of the Hero. But all thee except his (th

obvious reasons impossible in a comedy.
The firat thing that attracts the attention of reader on opening it

outside the seope of the play proper (V. 171). That famous playwright
like Bhasa, Kalidasa and others wrotr it themselves and made it the formal
beginning of their dramns, srems to slow that they mide in thie matter an
innoration which as great ercative geninees they were fully entitled to.

But unlike the Greek plays the Hindu Nitakas ar divided into,
Acts the number of which munt not be lei than live or more than trn

(XXX. 57). These Acts, however, are not a set of elearly divided scenes is

they usually are in modern western compositions of this eategory. An
Act of the Hindn drama consists of a series of mor or legs loosely con-
nected seenes? which due to its peculiar technique could not be separatri

from one another. It has three important characteristie-.

(i) Only the royal Hero, his quern, minister, and similar other in-

portant personnges are to be mado prominent in it and not any minor

character (XX. 18). This rule seems to be meant for sceuring the unity of

impression which has been referred to before.

(ii) It is to include only those incidents which could take place in
course of a single day (XX. 23). If it so happens that all the incidents
occurring within a single day cannot be accommodated in an Act these
, surplus events are to be reported in a clearly separated part of it, called
the Introductory Scene (pravésaka) where minor characters only can
take part (XX. 27,30). The same should be the method of reporting
events that are to be shown as having occurred in the interval between two
Acts (XX. 31). Evidently thess latter should be of sreondary importaner
for the action of play, But according to the Nityasastra them should
not cover more than a gear (XX. 28). Thie allowanee of a rather long
period of time for less important cents occurring butwern two Acts of
Nataka was the means by which the Hindu playwrights impartel speed to
the action of the play and compressed the entire plot distributed through
many coents over days, months and ycars within its narrow frame-work
suitable for representation within a few hours.

(iii) An Act should not include the representation of events relating
to feats of excessive anger, favour and gift, pronouncing & course, running

Nataka, is its Prologur (sthipanà or prastuvani). But according to tim
Natyasastra this was a purt of the Preliminaries (parraraica) and way

^ 90o note 2 in IV. helow.
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uway, marriage, & miruck, a battle, luss of kingdom, death und the siege

of a city and the like (XX. 20, 21). The purpose of this prohibition was

probably that, when elaborately, prevented in an Act, these might divert

much of the spectator's interest from the line of the principal Sentiment

which the play was to evoke and might therefore interfere whith the unity

ot impression which it was to make.

(b) Explanatory Devices

(i) The Introductory Scene. It has been shown before how the

Hindu playwrights divided the entire action of the Nataka into two sets

of events of which the one was more important than the other, and how

they represented in its Acts the important set, whereas the less

important ones were reported, whenever necessary, in an Introductory

Scene giving one the idca of the time that intervened between any two

Acts. This Secne is one of the five Explanatory Devices (arthopaksepaka)

which were adopted by the playwright for clarifying the obscurities that

were liable to occur due to his extreme condensation of the subject-matter.

The other Explanatory Deviers are as follows: The Intimating

(ii) The Inlimaling Speech. When some points [in the play] are

explained by & superior, middling or inferior character from behind the

curtain, it is called the Intimating Speech (XXI. 108).

(iii) The Supporting Scene, The Supporting Sceno relates to the

Opeuing Juncture only of the Nataka. It is meant for describing some

incident or occurrence that is to come imnediately after (XXI. 106-107).

(ir) The Transitional Scene. When a scene which occurs between

two Acts or is a continuation of an Act and is included in it, relates to

the purpose of the Germ of the play, it is called the Transitional Scene

(v) The Anticipatory Scene. When the detached beginning of an

Aot is summarised by & male or & female charactor, it is called the Anti-

(c) The Plot and its Development

The Plot or the subject-matter (vastu) of a Nataka may be twofold :

meaning of the principal Plot is obvious from its name, and an incidental

Plot is that in which the characters acting in their own interest incidentally

further the purpose of the Hero of the pricipal Plot (XXI. 2-5).

The exertion of the Hero for the result to be attained, is to be

represented through the following five stages (XXI. 8) : Beginning

Speech (caliki), the Supporting Scene (viskambhaka) the Transitional

Serne (ankavalara) and the Anticipatory Scene (aikimukha).

(XXI. 112).

cipatory Scene (XXI, 112).

"The principal" (adhikarika) and the "inoidental" (prasangika). The

(arm8ha), Efort (prayatna), Possibility of Attainment (prapli-sambhava),



Certainty of Attainment (nigaläpli) and Attainment of the Result

(phalapripli). These five stages of the Plut have five correponding

Elements of the Plot (XXI. 20-21) such as, the Germ (bijit), the Prominent

the Dénouement (karya). Besides these aspects of the action and the

Plot of the Mutaka, the elaboration of the Intter has been viewel i

depending on its division into the following five Junctions which are a

And these have been further subdivided and described to kis
detailed hints as to how the playwright was to produce i manageable play
including events supposed to occur during a long period of time.

known examples of the Nitaka

The Prakarana. The second spreis of Hindu play, is the Praka-

rather less elevated range". It- Plot is to be original and drawn from

real life and the most appropriat theme is love. The Her may ben

Brahmin, merchant, mini-ter, priest, an officer of the king or a leader of

depraved woman of good family (XX. 53). But the courter should
not meet the Hero when he is in the compuy of a lady or gentleman of
high family, and if the courtezans amd respretable ladies must meet on ony
account they are to keep their language and manners undistorted (XX. 55-
56). From these and other features, the Prakarana has been calleda
bourgeois comedy or comedy of manners of a runk below royalty.

known examples of the Prakarana.
The Samzakira, The Samavakira is the dramutie representation

of some mythological story which relates to gods and some well-known
Asura, who must be its Hero. It should consist of thrce Acts which are

to take for their performance righteen Nadikis (seven hours and twelve

minutes).* Of these the first Act is to take twelve and the second four

should present deception, excitement or love, und the number of characters

allowed in it are twelve. And besides this, matron used in it should be

of the comples kind (XX. 63-76).

' Wilson who did not sec the N.S, said, "We may howerer observe to the honourof the Hindu drama that the purakiye or she who in tho wife of another is neggr to be
nate the ohjurt of dramatic intrigun, a probibition which would sudly have cooled tho
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Point (bindu) the Episode (poleka), the Episodical Incid'nt (prakari) and

follows': the Opening (13ukht), the Progression (prolimukha). the Develop.
ment (garbha), the Pause (vimarda) and thr Conclusion (ni vahana).

Kalidãsa's Sakuntali and Bhases Srapna-visavalatti e woll-

rana which resembles the Nütaka in all repret. recopt that "it tikes it

the army (.%. 49-51). The female characters include i courtezan or a

Sudraka's rechakatika and Bhavabhuti's Mulatinadhara are well-

and the third two Nadikad only. The subject-natter of the Samuvakirs

imagination and curbed the wit of Dryden and Oongrera (Selort Speimens of HinduTheatre, Vol. I. p. sir),

• Sed H.H. Wilson, On the Dramatic Syslem of the Hindun, Osloultz, 1827, p. 18.



No old specimen of this type of drama has reached us. From the

description given in the Natyasastra it seems that the Samavakara was

not a fully developed drama, but.only a dramatic spectacle on the sasis of

a mythological story. It naturally became extinct with the development

and productien of fulfledged literary dramas such as those of Bhasa and

Thamega. The Ihamiga is a play of four Acts in which divine

males are implicated in a fight over divine females. It should be a play

with well-ordered construction in which the Plot of love is to be based on
causing discord among females, carrying them off and oppressing the
enemies], ind when persons intent on killing are on the point of starting a
fight, the impending battle should be avoided by some artifice (XX. 78-82).

No old specimen of this type of play has been found. From the
description given in the Natyasastra it secms that the lhamga was a play
of intrigur, in which gods and goodess's only took part.

The Dima. The Dima is a play with & woll-constructed Plot and its

Hero should be well-known and of the exulted type. It is to contain all the

relipsua, bittle, porsonal combat, challenge and angry conflict. It should
abound in deceit, jugglery and energetic activity of many kinds. The
sixteen characters which it must contain are to include different types

No old or new crample of this type of play has reached us. It seums
that like the Samavakira this was a dramatic epectacle rather than a
fulfedged drama. With the advent of literary plays of a more developed

kind, it has naturally become extinct.

Vyayoga. The Vyayoga is & play with a well-kuown Hero and i

small number of female characters. The rents related in it are to be of

one day's duratiou. It is to have one Act only and to include battle, per-
sonal combat, challenge and angry conflict (XX. 90-92).

Bhasa's Madhyama-vyayoga is a solitary old specimen of this type
of play.

& well-known plot, and it includes only human characters. It should
abound in the Pathetic Sentiment and is to treat of women's lamentations

and despondent utterances when battle and violent fighting have ceascd, and

ite Plot should relate to the downfall of one of the contending churacters

Bhasa's Urubhanga seems to be ito solitary specimen. This type

ul play may be regarded as a kiud of one-act tingedy.

The Prohasano. The Prahusaua is a farce or a play in which the

Comic Sentiment predominates, dud it too is to coneist of one Aot only.

IllI

Kalidasa.

Sations rect tid citie it at Bet eat hold cont of four,

such as gods, Nagas, Raksasas Yaksas and Pisacas (XX 84-88).

Utsystikanka, The Utsystikänka or Anka is an one-act play with

(XX. 94-100).



The object of laughter is furnished in this, mainly by the impropur conduct
of various sectarian teachers as well as courtezuns and rogues (XX 102-106).

of this type of play.
The Bhana. The Bhana is an one Act play with i aingle charicter

who speaks after repeating answere to his questions supposed to be given
by a persou who remains invisible, throughout. Thia play in monologur
relates to ouc's own or another'& adrenture. It should alwaya include many
movements which are to be actel by a rogue or a Parasit: (XX. 108-1101.
The Bhanas includod in the collection published under the title Cutur-

bhani seem to be old specimens of this type of play.

The Villi. The Vithi should be acted by our or two persong. It

may contin any of the three kinds of characters superior, middling und

inferior (XX. 112-113). It seems to be a kind of a very short one Act

play. But our caunot be sure about this; for no specimen of this typ
of play has come down tu us.

2. Diction of a Play
(is) Tise Use of Metre. One of the first things to receive the atten-

tion of the Hindu writers on dramaturgy was the unportaner of vere in the
dramatic dialogue. They discouraged long and frequent prose passages
on the ground that these might prove tiresome to spectators (XX. 34).
After giving a permanent place to verse in drame the Hindu theorist
utilized their dotailed knowledge of the structure of metres which varied
in casura as well as the number and sequene of syllables or moras in
is puda (XV. 385., XIV. 1-86), for heightening the fuet of the words
used, by putting them in a appropriate metrrs. lu thin respect they framed
detinite roles i to the suitability of particular metres to different Senti-
ment. For example, the description of anj net of boldness in connezion
with the Heroie and the Furious Sentiments is to be given in the Arya
metre, and compo-itions meant to express the Erotic Sentiment should br
in genth metres such as Malini and Mandakranti, and the metros of thr
Sukkari and the Atidhyti types were considered suitabie for the Pathetic
Sentiment (XVII. 110-112). In this regard the Hindu theoriats, and for
that matter, the Hindu playwrighte anticipated the great Shakespear
who in his immortal plays made "«ll sorts of experiments in metre".

(b) Euphony. After considering the use of metres the author of the
Natyasastra pays attention to euphony and days, "The uneven and even

metres which have been described before should be used in composition

with agreeable and soft sounds according to the meaning intended.

The playwright should make efforts to use in his composition sweet

and agrecable words which can be recited by women.

A play abounding in agreeable sound and sense, and coutaining no
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obscure or diffeult words, intelligible to the country people, having a good

construction, fit to be interpreted with dances, developing Sentiments......
becumes fit for representation to spectators" (XVII. 119-122).

(e) Suggestive or Significant names. Another important aspeet of

the diction was the suggestive or significant names for different characters

in a play. It has been said of Crustave Flaubert that he took quite a long

time to find a name for the prospective hero and heroine of his novels,

and this may appear to be fastidions enough. But on discovering that the

Hindu dramatic theorists centuries ago laid down rules about naming the

cretited characters (XIX. 30-36), we come to appreciate and admire the

genius of the great French writer.

(d) Variety of languages or dialects. The use of Sanskrit along
with different dialects of Prakrit (XVIII. 36-61) must be ascribed to
circumstances in the midst of which the Hindu drama grew up. The

dramas reflect the linguistic condition of the society in which the carly

writers of plays lived. As the speech is one of the essential features of a

person's character and social standing, it may profitably be retained unal-

tered from the normal. Even in a modern drama dialacts are very often

used though with a very limited purpose.

IV. The Ancient Indian Drama in Practice
1. Occasions for Dramatie Performance

The Hindu drama like similar other forms of ancient art and poetry
seems to have been of religions origin, and it developed probably out of
dances and songs in honour of a deity like Siva who in later times came to

be styled the great dancer-zetor (nataraja). As time passed, the dance
with songs gradually assumed the form of regular dramatic spectacles, and

tho range of subjects treated was estended beyond the legends connected

with the exploits of a particular deity. It is just possible that this
evelopment of the religious aspect came in course of time to be partially
rrested, and plays began to be composed more with a purely secular

haracter. And this change considerably loosened its original connerion
mith the popular deitics. Possibly due to this the Hindu drama in the

istoric period of its career, is found to be acted sometimes for moral edif-
stion as in the ease of the Buddhist plays, sometimes for the asthetie
ajoyment of the elite as in the case of Kalidis's works, and sometimes

honor of a deity as in case of one of Bhavablinti's Plays. In spite of

various uses, the Hindu drama unlike its modern counterparts did

asibly never become an ordinary amusement of everyday life. It was

setly on special occasions like a religious festival, & marriage cercmony,

ing's coronation, a friend'e visit that dramatic performances were held

289; AD. 12-14). But among all these ocoasions religious festivals



were the most common for the performancee of drama. It was natural

that on such occasions the drama was a popular entertainment as well, the
public being then in a holiday mood.

Another fact about the dramatic performanees of the Flindus was
that these were sometimes held in the form of contests (XXVII. 21-22,

71, 77-79). Different groups of actors vicd with one another for the

popular appreciation, and reward for their skill in the particular art. This

drama, however does not seem to have been a regular feature of the Hindu,

as was the case with that of tho Greeks, and theatrical troups gave, how-

ever, performance usually for money without any epirit of rivalry towarda

others, and were paid by the rich people or the different guilds.

2. The Time of Performance
Except in the midnight or at noon or at the time of the Sandhya

prayers, the Hindu dramas could be performed almost at any part of the
day or of the night. But this does not mean that any play could be pro-
duced at any allowable time during the twentyfour hours. Though at the
command of the patron the Director of a theatrical party could overlook

strict rules in this regard, the time of performance was to be regulated
according to the nature of the subjeet-matter of the individual play. For

example, & play based on a tale of virtue was to be performed in the fore-

noon; a performance which was rich in instrumental music, aud told a

story of strength and energy, was to be held in the afternoon, and a play

which related to the Graceful Style, the Erotio Sentiment, and required.

rocal and instrumental music for its production, was to be performed in

the evening; but in case of plays which related to the magnanimity of

the Hero and contained mostly the Pathetic Sentiment, performance wag

to be held in the morning (XXVII, 88-99).

Though in the modern times dramatic performance is mostly held in

the evening, the ancient Indian rules regarding the assignment of a play of

a particular type to a particular part of the day or of the night need not
be considered queer in any way. On the other hand, they appear very

much to have been based on a proper understanding of the ever-changesble
nature of human personalities. Even if a play based on a tale of virtue

or of woe, when properly presented on the stage, could be appreciated at

any time, it had better chance of impressing the spectator in the forenoon

; or in the morning, when after the night's sleep and rest, he could be the

*most receptive in regard to these SentimentsThat a play including a

story of energy and strength can better be assigned to the after-noon is to

be explained on the assumption that on taking rest after meals at the com-

pletion the morning's activities, one becomes peychologically more competent

to appreciate stories of strength and energy presented on the stage.

similar manner, a play with lovo as its principal theme lie, with

IVI



the Erotio Sentimont) may be more effectively presented on the stage in the

evening when after the day'e work, one is naturally inclined to enjoy the

company of his dear woman, be she his wife or the hetaera.

3. The Playhouse or the Theatre

The Natyasastra describes various types of playhouse, and their

different parts have been mentioned to some extent in detail. But in the

absence of evidence the like of which has been copiously available in case

of the Greek theatre, it cannot be said how far the ancient Indian plays

were peformed in specially constructed theatres. It may be possible that

only the kings and very wealthy people owned playhouses constructed accor-

ding to the Natyasastra, while dramatic spectacles meant for the common

people were heid in the open halle called the Nät-mandir (Natya-mandira)
in front of the temples, or in a temporarily devised theatre under the cover
a canopy, as in the case of the modern Bengali Yaträs which seem to have
some resemblance and connexion with the ancient Indian Natya described
in the Sastra. One remarkable feature of the playhouses described in the
Natya-sastra is that they are of a very moderate size, the largest among

them (meant for mortals) being only thirtytwo yards long and sixteen

yards board, capablo of accommodating about four hundred (400) spootators.

This is in sharp contrast with the Athenian theatre which sometimes held

as many as fifteen thousand (15,000) people.

* The comparative smallness of the ancient Indian theatre was a necc-

ssary consequence of the pecular technique of the dramatio production.

For in a larger playhouse the spectators could not all have heard delicate

points on which depended in no'small measure the success of a performance.

The inordinatcly large Athenian theatre was not much handicapped in

this respect, for the Greek drama depended on a considerably different
technique.

The Natyadüstra describes three main types of playhouse : oblong

be the largo. medium or small, with their length respectively as one hundred

and eight, sixtyfour, and thirtytwo cubits. This gives altogether nine

different varities of theatres, viz. (i) the large oblong, (ii) the large-

square, (ili) the large triangular, (iv) the medium oblong, (v) the

medium square (vi) the medium triangular, (vii) the small oblong,

(viii) the small squaro and (ix) the small triangular. These nine types
can also be measured in terms of dandas instead of that of cubits. This
will give us eighteen different diamensions of playhouse. But the Natya-
sastra is silent about the use of the playhouse measured in terms of dandas,
and tho playhouse of the largest typo mensuring 108 cubits in length have

been prohibited by the Sastra for the mortals. And it has been mentioned

before that a playhouse more in area than thirtytwo yards lone and sixteen
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yards broad has been prescribed for them. This should be divided into

tiringroom would be at one end of the theatre and would measure sisteen

yards by four yards. On the two sides of the stage there should be two

Mattavranis each occupying an arca of four yards by four yards and

having four pillars. Thus the area to be occupied by the seats of specta-

tore would be twentyfour yards by sixteen yards.

The tiring room (nepathya) was the place in which the actors and
the actresses put on the costumes suited to the different roles, and from this
place, the tumults, divine voices (daivo-vans) and similar other acts
proceeded. This part of the theatre was separated from the stage by
two screens over its two doors, Between these two doors the members
of the orchestra (kulapa) were to sit and the direction facing them
was to be considered conventionally the east.

4. The Representation
To understand the technique of representation of the Hindu drama

one must remember that it avoided stark realism and gave utmost
scope to imagination and fancy. The one unmistakable evidence of
this is the total absence of any painted scenery from the stage. This
is but a negative side of it. If the Hindus avoided bringing in any
kind of artificial scenery, they made positive efforts in communicating
the meaning of the drama and calling forth the Sentiment (rasa) in

the spectators through suggestive use of colour in the costume and

make up of the actors and rhythmic movements of many kinds which

have been summed up in their theory of for representations (abhinaya)

(a) The Physical Representation

Amongthese, the angika should be discussed first. This consiste
of the use of various gestures and postures of which the Natyaustra
gives elaborate descriptions. Different limbs have been named and their
manifold gestures and movements described, with various significance
attached to each ous of them (VIII-XII). For example, the head has
thirteen different gestures which are as follows :

Akampita: Moving the head slowly up and down.

Kampita: when the movemente in the Akampita head are quick

and copious. (Uses) : The Akampita head is to be applied in giving

a hint, teaching questioning, addressing in an ordinary way (lit, naturally),

and giving an order.

The Kampits head is applicable (lit. desired) in anger argument

understanding, asserting, threatening, sickness and intolerence.

Dhuta and Vidhuta: A slow movoment of the head is called the
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three parts: (i) the tiring room (nepalhga) (ii) the stage (rangapitha

or rangasirsa) and (ill) the auditorium (raigamandala). Of these the

such as angila, vacika, aharya, and sattvika (VI.23).



Dhuta and when this movement is quick it is called Vidhuts. (Uses) :

The Dhuta head is applicable in unwillingness, sadness, astonishment,
confidence, looking side ways, emptiness and forbidding.

The Vidhuta head is applied in an attack of cold, terror, panic,

fever and the first stage of drinking (i. e. intoxication).

Parivähita and Udvahita: when the head is alternately turned

to two sides it is called the Parivähita, and when it is once turned

is applicable in demonstration, surprise, joy, remembering, intolerence,

cogitation, concealment and [amorous] sporting.

The Udvahita head is to be applied in pride, showing height,

looking high un, self-esteem and the like.

Avadhuta: When the head is once turned down it is called the

Avadhuta. (Uses): it is to be applied in [communicating] a message
involking a deity, conversation and beckoning [one to come near}.

Añcita: When the neck is slightly bent on one side the Añcita
head is tha result. (Uses) : It is applicable in sickness, swoon, intoxication
unxiety and sorrow.

Nihafcita: when two shoulders are raised up with the nock bent
on one side the Nihaicita head is produced. (Uses) : It is to be used
by women in pride, Amorousness (vilasa), Light-heartedness

Paralysis (stambha) and Jealous Anger (mana).
Parävitta: when the face is turned round, the Paravitta head is

the result. (Uses): It is to be used in turning away the face, and
looking back and the like.

Utksipta: when the face is raised up the Utksipta head is the

result. (Uses): It is used indicating lofty objects, and application

of divine weapons.

Adhogata: The head with the face looking downwards is called

the Adhogate. (Uses) : Itis used in slinme, bowing [in salutation] and

sorrow.

Parilolita: whon the head is moving on all sides, it is called
Parilolita. (Uses) : It is ised in fanting, sickness, power of intoxi-
ation, possession by an evil spirit, drowsiness and the like.

The eyes are similarly to have different kinds of glauces according

to the States (bhava) and Sentiments (rasa) they are to express. The

eyeballs too are liable to similar changes to creat impressions of

different feelinge and emotions,and so have the eyabrows, the nose,

" For the definition of all these terms together with the preceding ones see N.s.
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upwards it is known as the Udvahita. (Uses) : The Parivahita head

(lalita).
Affected Indifffirence (bibboka), Hysterical Mood (kilakincila). Silent
Expression of Affection (mottayita), Pretented Anger (kuttamita)':

XXIV. 15, 18-22.



the cheeks, the chin, and tho neck. The hands, however, are the most

important limbs in the making of gestures. Gestures and movements of

and dance hands (nita-hasta). Single-hand gestures and movements

relate to one hand only, while combined hands to both the hands. The

following are examples of the three kinds of hand gesturca:-Pataka

(single hand): The fingers extended and close to one another and the

thumb bent. A"jali (combined hand) Putting together of the two Pataka

hands held forward eight Angulis apart (from each other] on one's breast,

the two shoulders and elbows on the same level. Besides these gestures,

the hands have varied movements which are characterised by the following

acts: drawing upwards, dragging, drawing out, acerpting, killing, beckon-

ing, urging, briuging together, separating, protecting, releasing, throwiug,

shaking, giving away, threatening, cutting, piercing, squeezing and
beating(IX. 161-163).

From the foregoing discussion about the gestures it is apparent that

their uses fall into two differcut categories, viz, realistic and conven-

tional. Of these two types, the gestures used conventionally far outnumber

those of the other kind. But this should not appear strange. For the

ancient Indian dramatists and theatrical producers were fully conscious

of the limited scope of realism in arts of various kinds, and hence they

conceived action as comcthing very closely allied to dance. This demanded

that while moving on the stage with or without uttering any word, the

actors should gesticulate rhythmically, to impart grace and decorative

efiect to their figure.For this very purpose another set of gestures called

Dance-hands (niliahast) are also to be used. As their name implies

these hands were exclusively to bo used in dance, but for reasons men-

tioned above -they were sometimes utilized at the time of declamation

or recitation. The lower parts of the body down to the ¿feet are also

to be similarly used. Among these, the feet are the most important. On

them depend the different movements of the entire body as well as the

various standing postures. The movements of the feet are of three kinds,
viz. ordinary gait, Cãri and Mandala, Of these, the Cari is a simple
movement of the feet (XI.) while Mandala, is a series of such movemente

cousidered together (XII.) During the stage fighting tho two combatauts

are to movo with Caria and Mandalas in accompaniment with suitable

music. And the gait is very valuable for the ropresentation of different

roles. In this matter tou convention plays a very considrable part. The

Natyasastra lays down elaborate rules about the width of footsteps and the

tempo of the guit for different charactere according to their social positiou,

age, sex, health and feeling as well as the peculiar environments in which

they might be placed (XIlI. 1-157).

hands fall into three classos, viz. single (asamyula), combined (samanta)

hando is called the Añjali. Caturasra (dance-hand) : The Katakamukha



(b) The Vocal Representation
The second means of theatrical representation consists of the uge of

speeoli. It relates to the propér musical notes (suara) voice registere

to be used in reciting or declaiming a passage for the purpose of evoking

different Sentiments (rasa) in the spectators. For crample to call forth

the Comic and The Erotic Sentiments a passage should be recited with the

Madhyama and the Pañcama notes, and for the Heroic and the Marvellous

Sentiments the Sadja and the Rsabha would be the suitable notes.

To call a person staying at & distance the voice should proceed from

the bead register (siras) and when he is at a short distance it should be

from the chest (uras), and for calling a man at one's side the voice from

the throat register (kantha) would be proper (XIX. 43).

For any speech with the Comic and the Erotie Sentiments the prevail-

Heroic, the Furious and the Mervellous Sentimente it should be Udätta

In the Comic and the Erotic Sentiments the speech-tempo should be

medium, in the Pathetic slow, and in the other Sentiments a quick tempo

is appropriate (XIX. 59).
Besides the above uspects of speech, close attention was to be given

in observing rhythm and cadence. And the metrical character of any

passage in verse was to be fully expressed in its recitation or declamation.
F'or this propose the Natya'ustra devotes nearly two full chapters (XV,
XVI) which discuss prosody and allied topics.

(c) The Costumes and Make-up
One important element in theatrical representation now-a-days is the

various stago appliances such as, painted scenery, costunes and make-up

However able the actors aud actresses might be in delivering the

speeches assigned to their roles, without being placed against properly

painted scenery and without having proper costumes and make-up, by their

icting and delivery alone they cannot create that kind of stage-illusion

which is necessary for the success of a dramatic production. But in the

ancient Indian stage there was no painted scenary. Hence the actor's had to
depend a great deal upon costumes and make-up. By the term Ahäryibhi-
naya the Hindu theorists understood these two items (XXIII)..

Though painted scenery is considered indispensable in the modern,
theatre, the aucient Indians having a considerably different conceptiou of
the drama, did not require its aid for the production of a play. The wall

together with the screens covering the two doors connecting the stage aud
the tiring room, servod as the back-ground to show off to advautage tho
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(sthana), pitch of rowels (varna), intonation (käku), speech-tempo (Jaya)

ing pitch would be Udätte (acute) and Svarita (circumflex) while in the

and Kampita.

that separuted the tiring room (nepathya) and the stage (raigapitha)



figures of the performers. And these, the will and the screens, possibly

did not contain anything other than the usual decorative designs. This

simplicity in the character of the scenic apparatus was a nacessery con-
comitant of the peculiar technique of the Hindu druma, and its cause
may be looked for in its early history. Tho introduction of magnificent

scenery appears to be a later development in the history of drama.

Similarly the back scene of the Shakaspearcan stage consisted of a bare

wall, and anything in the way of spectacular effect was created by the

movements and grouping of actors

The production of an impression by means of painted scenery would

have been alien to the taste of the ancient Hindus who were more or less

conscious of the limitation of realism in their various arts. In order to make

the spectators visualise the place and time of the dramatic story in hand,

the Hindus had a different dovice. Numerous descriptiqus of place and

time composed in rhythmic prose and verse, which are scattered over the

classical Hindu plays, served very eficiently indeed the purpose of painted

scenery. When properly read or sung, these passages very easily created

an illusion of the place or the time described. The elaborate description

Inted to call up vividly its picture before the mind's cye. The same

thing may be said of the grand description of the Dandaka forest in
the Uttararamacarita, This devier of making a secne lively, has been
utilized by Shakespeare also. In appreciation of his very beautiful des-
cription of place and time, one critic says "The plays aro full of such des-
criptive passages as can nullify the achiovements of decorators and
mechanics." It has already been mentioned that in the Shakespercan
stage too painted scenery was unknown.

There being no scenery of any kind in the Hindu theatre which made

no effort at realism, the spectators were required to use their imagination

to the utmost. The demand on tho spectator's imagination made by the

ancient Indian producers of plays was further testified by their rules of

conventional Zonal division (kaksa-vibhaga) of the stage (XIV. 1-15),

Some of these are as follows :

A Zone might change with the actor walking a few steps over the

stage." Any ancient Hindu play will furnish numerous examples of this

convention. For example in the first Act of the Sakuntala tho king appeare

for the first time at a distance from Kanva's hermitage, but shortly after-

wards he enters it by simply taking a few steps over the stage, looking

around and saying. "This is the entrance of hermitage and let me enter it".

By the same kind of convention the inside and outside of a house was

* Due to this kind of convention, scenos of the Hindu plays were not clearly

separated as thay aro in a modern drama, This puzzled F. Hall who says :

LXII

of Vasantasena's magnificent reisdence in the Mrechakatika was calcu-



simultaneously presented. The rule relating to this was as follows:

According to the Zonal division, those who entered the stage earlier should

be taken as being inside la house] while those entering it later are known

to be as remaining outeide it. He who entere the stage with the intention
of seeing them (ie. those entering earlier) should report himself after
turning to the right. To indicate going to a distant locality one is to walk
a good few steps over the stage aud to indicate goine to a place near by, a
short walk only is needed, while a walk of medium duration will indicate
going to & place of medium distance, But in case a person leaves one
country and goes to & distant land, this is to be indicated by closing
the Act in which such an event occurs, and mentioning again the same
fact in an Explanatory Scene at the beginning of the nest Act.

An example of some of these conventional rules occurs in the ninth

Act of the Mrechakatike where Sodhanaka appears first as being at the

gate of the court of justice and enters it by making a pantomimic move-

ment; then again he goes out to reccive the judge and re-enters, the court-

room after him by simply walking over the same stage. And when the

judge has started work, Sohanaka again goes out to call for the complain-

ants. This going out also consists of actually walking a few steps over

the stage.

Though painted scenery wag not in use in the Hindu theatre objects

like hills, carriages, aerial cars, elephants ote, were represented on the

stage by suggestive models (pusta) of these. According to the Natyasistra

the model works were of three kinds, viz. sandhima which was made up
of mat, cloths or skins, wrapping cloth, or other materials wrapped round
something, and vyajima which was a mechanical contrivance of some kind
From Dhanika, the commentator of the Dasaripa (II. 67-58), we learn
about & nodel-work of an elephant for the production of the Udayana-
carita, and the Mrechakatike owes its name to the toy cart which plays an
indispensable role in the story.

(d) The Temperament
The fourth or the most important means of representation is the

Temperament (saliva) or the entire psychological resources of & man
(XXIV), The actor or the actress must for the time being feel the
States that ho or she is to represent, and only then will the Sentiments

related to them follow. This kind of reprsentation was indispensable for
giving expression to various delicate aspects of men's and women's
emotional nature.

So far as is known, Hindu dramas have alway beeu parted into acts; but never
ave they had scenes. It is somewhat to be wondered at, that the Hiadus, wi h their
aordinate love for subdivision, should haro left thoso univented. (Introduction to
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V. Literature on the Ancient Indian Drama
1. The Early Writers

to the Natastitras of Silalin and Krasva. As the works of these two
authors have perished beyond recovery we are not in & position to have
any exact idea about their contents. But Lévi and Hillebrandt have taken

them to be manuals for actors (nata) though Weber and Konow have con-

sidored these to have been sets of rules for dancers and pantomimiste, and

Keith has accepted their view. Konow further thinks that the treatists of

2. The so-called sons of Bharata,After Silalin and Krasva come the writers whose names have been

includel in the list of the one hundred sons of Bharata, given in the extant

Asmakutta have been referred to and quoted by later writers as authorities

on dramaturgy and histrionics. Besides these, Vatsya and Sandilya have

beon named as authorities on drama by some writere. Such references and

quotatious are our only source of knowledge of them and their work.

(a) Kohala Among the writers on dramn who wrote after Silalin

and Krasva, Kohala scems to be the most important. In the estant
version of the Natyasistra (XXXVI. 63), it is given in the form of a
prophecy that Rohala will discuss in a supplementary treatise all those
topics on drama that have not been touched by Bharata.

from their references to his opinion, it appears that Kohala wrote on dance

and dramaturgy as well as historionies and music.

too quotes from one Dattilacarya and it is likely that he is not other

than this Dottila. From these quotations it appears that he wroteon histrionies and music. Sandilya and Vitsya montioned in the

but mere names. It is possible that they were writers on some aspects
of drama and theatre.

з Ад 1. рр. 173, 183, 183-181; ІІ р. 26, 55, 130, 133, 142, 116, 148. 151, 155,407, 416-417, 441, 434, 438-439, 413, 452, 459 ; L8' М8. p. 413, 436, 196, 521, 680.

while comenting on chapter on mu-ic. Sea Do's Ms. pp. 514, 573, 576, 580, 583, 588, 590,

821, 625, 628, 633, 633, 640, 642, 641, 850, 655. See also Kulta 61, 123.

Silalin and Kisasoo. Panini (circa 500 B.O.) refers (IV. 3.110-111)

Silalin and Kyrasva were absorbed in the body of the Natyasastra (ID, p. 1)

version of the Natyasatra. (I. 26-22). Among these Kohala, Dattila

(Dhurtila), Salikarna (Satakarna), Badarayana (Bidari), Nakhakutte and

(1) Dattila, Sandilya, and Vatsya, Dittila seems to be identeal

with Dantila or Dhurtila mentioned in the Natyasästra (I. 26), Abhinava

Natyasastra (XXXVI. 63) along with Dattila (Dhürtila) are to us nothing

: 3. 1 p. 206, 30, 35-2648, guote and relen t) Duila no les làan inoe



is found in inscriptions from the first,century B. C. to 149 A. C. Hence
it is possible (though not quite certain) that Satakarni the writer on drama
flourished about the first century A. C.' Like kings in later times who were
sometimes found to take interest umong other subjects in drama and poetics
and to write trentises on them, this Satakarni might well have been a king

or a person of royn descent. From the quotations made by later writorgi

from him it appears he wrote on dramaturgy.

(d) Asmakutta and Nakhakutta. These two writers from their

names appear to have been contemporaries, probably belonged to the same

Sagara only is known to have quoted from Asmakutta®, From these

quotations it appears

and possibly names3 him once as Badari, and from the extracts quotod it
seems that this early writer discussed dramaturgy.

Abhinavagupta once mentioned the Samgraha and once the San-

has been mentioned. It seems that the reference is to the identical work.

From these facts it appears that the work might have been a compendium

treating of dramaturgy as well as histrionics.

5. Medieval Writers on Drama

Besides the writers mentionel above Abhinava and Saradatanaya refer to

Visakhila' with occasional reference to their views or actually quotations
from them, and Carayana has one been quoted by Sagaranandin. Is

• Solect Inscriptions, pp. 191-207.

• ND. 2768-2769, 2904-2905.

' SD. 291, Nakhakulla has also beon mentioned by Bahurpa in his Comm. on

Irsaripa (Indian and Iranian Studies prescnted to D. Ross, Bombay. p. 201), p. 201 f.

• 83, 137. 2766-2767, 2774-3775. • NL. 1092-1094, 2770-2771.

10 Ад. II. рр. 436, 2770-2771. " Seo below sections VI. and VIII.

the author of the AD.
1* Ag. I. p. 199 also De's Ma. pp. 517, 564, 583, Sco also Kutta, 51. 123.

I

•(c) Satakarni (Satakarna, Salikarna). Satakarni as a proper name

locality. Sagaranandia® and Visvanatha" quote from Nakhakutta, and

that Asmakutta and Nakhakutta wrote on
dramaturgy.

(e) Bidariyana (Bidari). Sagara quotes from Badarayana twice'

3. Samgrahakara

grahakãra. '° In the Natyasastra (VI, 3, 10) itself also one Samgraha

4. The Present Text of the Natyasastra (circa 200 A.C.).'

(a) Nandi (Nandikésvara) Tumburu Visakhila and Cariyana.

Nandi or Nandikesvaral and the former also names Tumburu's aud

(b) Sadídiva, Padmabla, Draulini, Vyisa and Anjaneya.

• NL. 1101-1103, Racipati's Comm. on AR. p. 7.

" Ag. I. p. 171, Do's Ms. p. 559. This Nandikeevara may bo idontical with

19 Ag. I. pp. 165.

18 NL. 362-363.



have boen named by firdatanaya only. But we are not sure whether they

were really old authors or these names have been attached to some late

treatises to give them an air of antiquty.
(e) Kilyayana, Rahula and Garga. These three writers, quoted

by Abhinava and Sagara may be counted among the medieval writers on
on drama. From the available extracts from his work Katyayana?' seeme
to have been a writer on dramaturgy. Rähula has been twice quoted in
Abhinava's commentary, and Sagara"? has once referred to his view.?
From these it appears that Rahula was a writer on dramaturgy as well as
histrionics. Garga as an authority on drama has been mentioned by Sagara-
nandin." In the absonce of any quotation from him we cannot say what

exactly he wrote about.

Of these two, Ghantaka

seems to be a contemporary of Sankuka, and as for, Sakaligarbha, we

have no definite idez about his time. From the references to their views

it appears that they wrote on dramaturgy.

värtika,?» and besides this he oner refers to the views of the Vartika-

Harsa."" It seems possible that they all referred to the same author, and
the name of the author of the Vartikn was Harse or Harga-vikrama.
From thrae quotations and the references it appoars that this Vartika was
an original treatise on dramaturgy and histrionies.

accepted by authore who have written later on the subjeet,& from the
metrical extracts' made from his work by some commentators it appenr

28 Дд. 1. рр. 115,172. NL. 2873-2175.

" Ag. I. p. 172. This Vertika seums to have been in original work like Kuma-

A, dy pp. 2, 5, 7,8, 0, 13, 15, 110, 126, 230, NT 103, 314-316, 159-471, 531,

LIVI
Abhinava and Saradatanaya once refer to Sadasiva'" while some writers

on drama, such as Padmabhu,'' Dranhini,l° Vyasal° and Anjaneya""

(d) Sakaligarbha and Ghantaka. Abhinava mentions among othere

the names of Sakaligarbha? and Ghantaka.?

(e) Virtika-kora Harsa. Abhinava once quotes from the Varti-
kakyt? and once from the Virtikats and next time from tho Harsa-

kãri.80 Sagaranandin and Saradatanaya refer to one Harsavikramns' or

(1) Maligupla. Matrgupta has been taken to be & commentator
of the Natyakastra by Sylvain Lévi."a Though this view has been

" BhP. 152, DR. IV. 383).
" Bh". p. 47. * Bht. p. 239.

* BhP. 251. 10 Sce notu 10. " NI. 1484-1485. Ag. II. pp. 245-246.

* NL. 3225. 31 NL. 3226.

* Ag. Il. p. 152. Kavi thinks that Sakaligarbha= Sakaloya- Udbhafa.

30 Ag. 11. p. 436.

rila's Slokavertika written in verso, 38 Ag. 1, p 174.

• NL. 3225. " BP. 233.
e. g. Skt. Poetics, Vol. (p. 32-33).

1180 (P).BhP. p. 234.



that he composed an original work on the subject. It is probable that in

this he occasionally explained in prose the view expressed by the author of

the Natyasastra. Interpreting in this manner one can understand the

words of Sundara-mista, who, commenting on Bharata's definition of the

Benediction (nandi), remarks that 'in asplaining this Matrgupta said

etc. 31 About the time of Matigupta, we havo no sufficient evidence. All

that can bo said is that, Abhinava quotes from his work once?* and hence

he,was carlior than this great well-known commentator. Besides this

with old writers such as A‹makutta, Nakhakutte, Garga, and
Badarayana (Badari);3" hence it appoars that he was not a late writer.

From the mengre information available about him scholars have
identified him with the poet of that name living during the reign of Harsu-
vikramidity of Kashmir who seems to have been the author of a work on
drama called Vartika. This would roughly placo his work at the end of
the Ith century A.C. or in the beginning of the 5th. 1u From the extracts
made from his works it appears that wrote on dramaturgy and music.

(g) Subandhu, Saradatanaya refers to one Subandhu who wrote on
dramaturgy.*" If it is possible to identify him with the famous author of
the Vasavadatta, then he may be placed roughly in the 5th century A.C.

The Agniyurina treats of nalya, nitya, and rasa, but this treatment depends

considerably on the Natyasastra. There is literal borrowing from this
work as well as parapharases of some of its metrical passages in this
Purana. This portion of the Agaipurana is usually placed after Dandiu

and abhanaga, and this treatment too is dependent on the Natyasastra and
does not appear to be earlier than the 8th century.

6. Late writings on Drama

composed in the last quarter of the 10th century A.C. during the reigu of

implies, treats of ghe ten principal forms of dramatio works (repa) which

constitute the subject-matter of chapter XX of the Natyanstra, but it

* For example Sagara, (NL. 534) discusses Matrgupta's view in his compi-

lation which is written in verse and proso. It seems that this author was his model.

" Ag. Do's Ms. p. 813. Dr. B.K. Do thought that Matrgupta was unknown

10 Keith, Ski, Drama, p. 291.

LEVII

Sagaranandin, who is possibly earlier than Abhinavs, nanes Matrgupta
alotg

(h) The compilers of the Agnipurina and the Visnudharmollaro,

(circa. 7th century).*3 The Vignudharmottara too treats of nette, raiga

(a) Dasaripo. The Dusarupa (Dasarupaka) of Dhanañjaya was

Muaju (Vakpatiraja, II) the king of Malawa. This work, as its name

" Ski. Pootics Vol, I. pp. 102-103.

to Ag. (Skt. Poetics, Vol. I. p. 33).

• See noto 23 aboro.

" BbP. р. 298.
13 8%4, Rootion, Vol. I. p. 102-103.



actually brings in a few other relevant matters scattered over other parts
of this comprehensive work.

Any careful student of the Natyasastra will casily discover that

Dhanaijaya in restating the principles of dramaturgy in a more concisc

and systematic form has carried too far the work of his abridgment and

left out quite a number of important matters. The special stress which

he lays on the literary aspect of drama by his exclusion of its histrionies

und other technical sides, very elcarly indicates the general decadene of

Indin's aesthetic culture at the time. With his professed reverenee for

the rules of the Natyasastra (ascribed to Bhurata), he seems to have mis-

understood the aims and objects of its author who composed his work for
the playwrights as wall as the producers of plays. "s

But whatover be its limitation, the Dasarupa, and its commentary
Avaloka without which it was only half intelligible, attuined in course of
time & wido popularity and gradually supersoded the Natyasistra which

socms to have become very rare with the passage of time. And the

Dasarüpa so thoroughly supplanted other dramaturgie works as existed
before its time, that with the exception of the Natyasastra it is the most
well-known work on the subject and very frequently drawn upon by the

commentators of plays as well as later writers on dramaturgy like

Natakalaksana) of Sugaranandin, 'Till about a quarter of a century ayo

our only knowledge of the work consisted of a few quotations from it in

different commentaries.But in 1922 the late Sylvin Lévi discovored its

Ms. in Nepal aud published a report on its contente and other rolevant

matters (Journal Asiatique, 1922, p. 210). Since then the work has been

carefully edited by M. Dillon and publishud (Londou, 1937). Just like

in detail and mentions only incidentally cortain topies connected with

exclusively of dramaturgy, but refers to histriouics whenever necesary.
Though the author professedly depends on no less than seven different

Natyasästra) yet his dependenee on the last-named ono seems lo be the
greatest. A large number of passages have actually been borrowed by him
from the same. 45 Besides thes borrowings the extent of Sagaranandins

'' See R. Kavi, 'Dato of fagara-Nandin' in Indian and Iranian Studies presented

to D. Ross. Bombay. 1939, pp. 1980,

LIVILI

Visavanatha.

(b) Natakalaksano-ratnakosa. Slightly carlier than the Dasarupa

or contemporaneons with it,'* is the Natakalaksana-ratuakosa (brictly

Dhanañjaya, Sagaranandin too discusses in his Natakalaksan, dramaturgy

bistrionics. But unlike the Dasarupa the Natakalaksana docs not treat

authorities such as Harsa-vikrama, Matigupta, Garga, Asmakutta, Nakha-
kutta, Badari (Badarayana), and Bharata (the mythical author of the

12 Ag. I. p. 7.

• Reo NL. pp 143-144,



dependeuce on the Natyasastra is apparont from his echoing of the
numerous passages de of the latter.

cundra is the next important work on dramaturgy after the Dasaripa. Of
the two joint-authorges of this text, who were Jains Ramacandra lived
probably between 1100 and 1175 A.C., and he was a disciple of the fanous
Hemacandra. Ramacandra wrote a large number of works including
many plays. But of Gunacandra, the collaborator of Ramacandra, very
littls is known creept that he too was a disciple of Ilemacandra. The
Nityadarpana which is divided into four chapters, treats of dramaturgy.

This work has been composed in Anustup couplets. Its brevity
of the treatment is comparcable to that of the Dasaripa, and as in the lalt r

many of its passages cannot be fully understood unless a commentary is
consulted. Fortunately for us the joint-authors of the work have left for
us i very elearly written and informative vitti (gloss). It is evident from
the metrical text that the authors had acerss in the Nityasistri and ex-
ploited it very thoroughly, And whatever could not be accommodatel in
the text has beon added in the prose orbli which has utilised also Abhi-
nava's famous cormentary. Besides this the authors have occasionally
criticised the views of other writers among whom the author of the Dasn-
rupa figures most prominently.. All this has given the Nityadarpana
a unique value and some superiority over the Dasaripa.

was a Kashmiriun and flourished probably in the 12th century, was a
voluminous writer on pootics. It was from one of his works (a commentary

work on dramaturgy. No Ms. of this work has so far been discovered.

Southerner and Aourished in the 12th century, wrote the Bhavaprakasanai

which dealt with dramaturgy in greater detail than either the Dasaripa or

the Nityadaryana. And his work acquires an additional authority from
the fuct that Straditanaya had as his teacher one Divikara who was the
Director of a theatres and might be taken as deeply conversant with the
theory and practico of Indian drama as it was current in his time. Though
Saradatanaya depends much on carlier authors for the materials of his
work, yet his approach to the subject is to some estent original. As the

name of his work implies, it deals with the "expression" prakisd of the

4* Printed out by M. Dillon in the margin of NI..
*' Ed. in G.O.S. Baroda, 1929. ^ Sce Introduction of ND. p..
^ But they have aleo drawn materials from older writers like Kobala, sankuka

and Ag. Seo ND. p. 224.

LATE

(e) Natyadarpana. The Natyadarpanal of Ramacandra and Guna-

(d) Rayyaka's Nalakamimumsi, Ruyyaka alias Rueaka," who

of Mahim-bhatta's Vyaktivivcka) that we learn of his Natakamimam a

(e) Bhivapratisana. Saraditanaya, who seems to have been a

80 See ND. Introduction p.3. or Skt. Poetica, p. 190f.
" Ibid. p. 186. *s Ed. Q.0.9. Baroda, 1930, " BhP, p. 2 also Introduction, p.G.



"State" (bhava). Now the proper expression of the States by tho actors

uccording to the Natyadästra gives rise to the Sentiments (rasa). Hence

Stradatanays begins his work with the description of the States and

everything connected with them. Nest he passes very naturally to the

discussion of the Sentiments, These being thoroughly discussed, he
takes up the Heroines of different classes who are the main stay of the
Sentiments. The time factor in the plot and the diction of the play
which also are means of developing the Sentiments are considered nest.
Afterwards he analyses the body of the play and its different parts.

This brings him to the consideration of the ten major and twenty midor

types of play (rapa), and finally of the miscellaneous matters connected
with drama and theatre. To avoid prolisity we desist from giving here
any detailed account of its contents which include all' possiblo topica
ralating to dramaturgy. It may bo briefly said that • Saradatanaya's
treatment of the subject is in many resprets more comprehensive than

as well as the works of carly writers like Kohala, & Matygupta,57 Harsaug
and Subandhu." Besides this he has sometimes mentioned authors like

also to their views and criticised these." All this adds to the great value
of his work.

who flourished about the thirteenth conturyst was it poet and a scholar
and in this latter capacity he wrote among other things the famous
Schityadrapana which treats all branches of the Skt. literature including

drama. It was the sixth chapter of this work dealing with drama on which
the early western writers of the ancieut Indian drama mostly depended.
For his treatment of drama Visvanatha seans to have utilised the Natya-

work of Rudrate and others.

that no important treatise on drama was written after all these works.

• Sce above notes 31-32. ∞ Soo above note 41.

+ 3hP. pp. 170, 179, 05, 150, 327, 92 160, 194, 313, 12, 152, 194, 213, 216, 242, 245,

c Sce 5. 281, 306, 321, 503, 517, 537.

32-33%. This misled some scholars to boliove that Dhanika nad Dhananjaya were not

• Ed Trivandrum Oriental Sories, 1918. •

that of the Dasaripa, the Natakalaksana, and the Natyalarpana. And
to attain his object Stradatanaya has freoly referred to the Nityasastra's

Uhvanikit, Audrata, Dhanika, Abhinava, Bhoja and, sometimes roierred

(t) Sühityadarpana and Nalakaparibhasa, Visvanatha Kaviraju,

Sastra, 05 the Dasarupa"s aud its commentary Avaloka"s as well as the

Singa-Bhupala's Natakaparibhasa is kuown only in name. But his

Rasarnavasudhukarads also treats of drama towards its end, It scems

,as scradatanayn's debt to N. has been pointod out by the oditor of his work,
* ee Intruduction of BhP. pp. 61-07. so see aborenotel, " Sce aboro nuts 3337.

251. 61 Slit. Puctics, Vol. 1. pp. 233 I.

•* Sco SD. Visvan tha wrongly a ascribed to Dhanika what belonga to DR. (ILI.

different pursone. * Sec Skt. Poutics. Vol. I. pp. 242 M.



VI. The Natyasastra : The Text and its Commentators

1. Its Author
The Natyasastra is commonly attributed to Bharate Muni.! But

Bharate cannot be taken as ite suthor, for in the Natyalästre itself

his mythical character is very obvious, and the majority of the Puranas

are silent about the socalled author of the Natyaastra", and there is not a
single legend rbout him in any of the extant Purinas or the Ramayana and

the Mahabhärata. The word Barata which originally meant 'an actor'
seems to have given rise to an eponymous author of the Bharalasastra or

the Natasastra (the manual of actors),

2. Its Two Recensions
Whoever might be the author of the Natyasastra it is certain that

the work itself posesses undoubted signs of great antiquity, and one of
these is that its text is available in two distinct recensions. In having
two partly divergent rocensions the Natyasastra can well be compared
with works like the Nirukta, the Brhaddevati and the Sakuntali.
The editors of these works have differently settled the claims of their
shorter and longer recensions. At first sight the tendency would be to
accept the shorter recension, as representing the original better,
because claboration would seem in most cases to come later. But opinion
is divided in this matter: Pischel regarded the longer recesion as being
nearer the orginal", Macodonell has also given his verdict in favour of the
longer reecsion* but he has not ventured to rejeet the shorter recension
entircly as being late, and Lakslunan Sarup has definitely suggested that
the shorter recension is the calier one." All these go to show that the
problem of the relation between two recensions of any ancient work is not
so simple as to be solved off-hand. So in this casc also we should not
settle the issuo with the idea that the longer recension owes its bulk to

The text-history of the Natyakistra shows that already in the tenth
century the work was available in two reccnsions. Dhanañjaya the anthor

of the Datarupa quotes from the shorter recension while Bhoja, who elosely

follows him, quoted from the longer onc.* Abhinava in his commentry

of the Natyalüstra, however, used the shorter recension as the basis of

his work,? It ie likely that the long time which passed since then has

witnessed at least minor changes, intentional as well as unintentional, in the

ISXI

intorpolations.

^ Seo IHQ. Vol. VI, 1930. pp. 72 ff, Annals of BORI, Vol. XV, 1034, p. 20 in.
* See NB.I, 2-5 note?. • Kalidase's Sakuntala, HOS. p. XI.
• The Bradderata, HOS. Vol. I. p. XVMI-XLX.

: Introdotion to the isher ad makin, .30.
• See abure note G.



test of both the reccusions. Henco the problein becomes still more dificult
But a careful crimination of the rival recensions may give us some clue
to their relative suthenticity. Ramakrishna Kavi who has examined no less
then forty Mss of the text, is of opinion that the longer recension (which
he calls B.) serms to be ancient, although it contains some interpolation
(pointed at by him) going back to a time prior to Abhinava® Mr. Kavi,
however, does not try to explain the origin of the shorter recension which
he calls A. This viny regarding the relative authenticity of the longer
recension seems to possess justification. Reasons supporting it aro to be
found in the tests differentating the two recensions, which are as follows :

(i) Chapters XIV and XV of the shorter recension dealing with
prosody introduce the later terminology of Pingala (re, ja, sa, na, and bha
ganas etc.) while the longer recension uses terms liko laghu and guru in
defining the schemo of metres.

(ii) The shorter recension in its chapter XV gives definitions

longer recension gives them in Anustup metre and in a different order.
Considering the fact that the bulk of the Natya'astra is written in this
(Anustup) metre the longer recension in this case seems to run closer to thn
original work.?

Though Ramakrishna Kavi, has overlooked it, there is yet another
point which may be said to differentiate the two recensions. The chapter
dealing with the Natyagunas and Alamkaras have nearly forty slokas
differntly worded in the two recensions. These slokas in the longer

recension (ch. XVII) are written in the usual simple language of the Natya-

later polish. The opening stanzas of the chaptar (XVI) in the shorter

thry are in the sloka metre. This points to the carlier origin of the latter

for the bulk of the Nitya‹astra as has been pointed out before is composed
in the same metre. Now the shorter reconsion which appears to be of later
origin, does not seem to bo totally devoid of worth. It appears that this
has in eritain cases preserved what oner existrd but are now missing in
the longer recension. The cases in which the shorter recension gives in a
different language the corresponding passages of the longer recension may
be explained by assuming that the passages in question were probably
written from memory of the original in the prototype of the recension.

3. Unity of the Natyasastra

- Some scholars have entertained a doubt the mity are authorship of
the Natyasistra. They think that there are indicationg that "it (the

• See above note G.

of metres in Upajati. while the corrosponding chapter (XVI) of the

Stistra while (ch. XVI) in the shorter recension (the slokas) betray a

r'ocension are in Upajati metre while in the longer reccusion (ch. XVII)

• See aborg note 6.



before it assumed the present shape.......

The alleged indications may be sumned up ar follows :

(i) The colophon at the the end of the KM. test of the Natyasástra.

(ii) The mention of Kohala as tho future writer on certain topics in the

Muni, the socalled author of the Sastra, as the Tauryatrika-sutrakira.
(iv) The mention of the salra, the bhasya and the köriki as its constituent
parts in the Natyashstra itself along with the the existence of prose
passages in it. As for the first alleged indication Dr. S. K. De has tried

that the Nandi,Bharala of the colophon indicates that the chapters on

as modified by the doctrine of Nandi. If we could accept the view it would
have been easy to believe in the composite authorship of the Nityasistra.
But this does not scen to be possible for the following considerations :

(a) The colophon in question stands at the end of two Mss. copied
from the same original and are missing in all the rest of the available Mss.

(b) The word samgita occurring rarely in the Nityasistra includes

music) and milya or mitta (daner). Hence the colophon may be taken in

relation to the entire text and and not with the chapters on music alone,
(e) Nandi as a writer or authority on samgitantone has not. been

mentioned anywheres else.
As for the prediction that Kohala will treat cortain topies not

discussed in the Natyasastra, it may be said that there is nothing in it to
show that Kohals is later than the author of this treatise. He was in all
likelihood a predecessor or a contemporary of his.

The most important of all the alleged indications of the plural
withorship of the Nityasastra is the third one. The ider that the work was
originally written in prose and was subscquently turned into verse, arose
probably fron a misunderstanding of the word sutra. In spite of its tradi-

ete. there is nothing in it to show that the salra must always be in prose.

pundarika-sutra of the Mahnyana Buddhists is partly in verse and
partly in prose. In the Maigalacarana slokas of his commentary

on trking the sutra in its oldest sense, the theory of the supposed original
prose version of the Natyasistra falls to the ground. The cristence of the
prose passages in the Mityasastra does not in the least help this theory, und

Nutristra hns bocu subicoted to considerable rehurdling in later times

Natyasastra (XXXVI. 69). (iii) Bhavabhutis reference to Bharata

to connect the colophon of the Natyasastra (samuplas cayam Nandi-
Bharate-samgila-pustakan with the chapter on music only.To He opines

muRic (XXVI-XXXIII are Bharata's original teaching on the subjeet

according to Sirngudeva (e. 1300 A.C.) gila (song), vudya (instrumental

tional delinition as alpiksaram asandigaham survad viralomukham

Indeed the Natyadarpan-sûtra is entiroly in verse, and the Saddharma-

Abhinava too mentions the extant Natyasastra as the Bharatasitra. Thus

1o Skt. Poetics, Vol 1. p. 24, 15 Ed. GO. B'aroda, 1929.
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it may bo explained on the assumption that the author found it more con-

venient to write cortain things in prose. All this will remove the diffoulty

in understanding the words of Bhavabhutii who mentioned Bharata as the

4. It Scope and Importance
It has already been shown what a great variety of topics the Natya-

Sastra discusses in connection with its principal theme, the dramatic art.

In sharp contrast with almost all the later writers on the subject ite author

treats of dramaturgy as well as histrionica. In justification of this two-

fold aspect of this work Abhinava rays that 'it is for the guidance of the

producers as well as playwrights'Ts. As the drama in any form is primari-

ly and essentially a spectacle, laws of its production should be considered

indispensable for the playwrights. It is a wellknown fact that many good

literary dramas often get rejected by the theatrical directors because of

their construction being found unsuitable for successful and profitable

reperscntation in the stage. The author of the Natyasastra was evidently

conscious about this vital connection between the literary and technical

aspects of a drama, and treated of both very claborntely. It is a very

unique test dealing with every possible aspect of the dramatic theory and

practice. It is no wonder therefore that the Natyasastra was often quoted

or referred to in later treatieses on gestures, poctics, music, prosody and

even on grammar, besides being often laid under contributfon by commen-

tators of diffrent Sanskrit and Prakrit plays. And all the later writers

on dramaturgy too depended grently if not excusively on this work, and

most of them expressly mentioned their debt to the Muni Bharats,

the supposed author of the Natyasastra.

5. Its Style and Method of Treatment
In style the Natyasastra differs very largely from all the Inter writera

on drama who profesaed adherence to it and formulated their rules in a con-

cise manner. Those latter are sometimes so very brief, that without the

help of a commentator they are not casily intolligible. Though some passn-

ges remain obscure without a commentary or similar help yet the major por-

tion of the Natyasastra is written in a simple language in the Sloka and tho

Aryā metres. Though composod mainly in verse, a very small number of its

passages are in prose. As the work is in the form of dialogue between

Bharata, its mythical author, and some ancient sages, it has some similarity

with the Puranag. Oue of the charge, brought against the Natyasüstra is

that it is very diffuse. This is truc. On a careful examination of his

method of treatment it will be found that the author of the Nätyalästra,

like the famous Panini, treated of the subjeet analytically. He hus taken
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sulrakara.
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up individual topics and considered them in evory possible detail and
has found it necessary to repeat things for the completion of the matter in
hand. This has given it diffusness. But the adoption of this method

was unavoidable in & technical work which aimed at completeness. This

however may be said to have rendered it difficult to some extent. T'he

difficulty with which we moderns are confronted in studying this

ancient work, is however primarily due to its discussing an art which
has pratically gone out of vogue for quite a long time. That the text was
transmitted through a defective Me. tradition is no lese responsible for

occasional difficulties it presents.

6. The Early Commentators

in his commentary refers in addition to Bhatte
Yantra and Bhatta Nayake who may be taken as commentators of the

however seems to be an independent treaties on drama though the Bhasya
an old commentary. But in the absenec of suitable data our knowledge
about the date of these commentators and the nature as well as the value of
their work, is very inadequate. We are however discussing below what-
ever meagre informations may be gathered about them.

has referred to Kirtidhara only one.'* But from the special respect shown
him by the commentator who calls him acarya, it appears that Kirtidhara
was i very early commentator of the Natyadistra, and as such he was
possibly anterior to Bhatta Udbhate and hence may be placed in the 6th or
the 7th century. Is And NanyadevaTo quoted by Abhinava as the author
of the Bharata-Bhasya seems to be another early commentator of our text.

quoted by Abhinava. As his viewe were controverted by Bhatta Lollate
who hourished in the 8th century it is possible that Udbhata was a person
of the carly 8th or the late 7th century. To Though it has been doubted?
whother Udbhate was really a commentator of the Natyasastra, from the
reference to his work by Abhinaya we may be fairly certain in

this matter.

' Ho should be distinguished from his nameake who was a kiug off Mithile in
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aro Lollata, Üdbhata, Saikuka, Abhinavagupta and KirtidharaAbhinava

Natya'ástra, and quotes from of one Bhasya and one Vartika. The Vartika

(a) Acarya Kirtidhara and Bhusyakura Nanyadevo. Abbinava

(B) Bhatta Udbhala, Bhatta Udbhata's"' opinion has been thrice

14 Ag. I. p. 208. Cf. Skt. Poetica, Vol. I. p. 29. 18 Cf. Skt. Poetics, I. p. 39.

tho 12th century (800 JASB for 1915, pp. 407 f.)

1s Ag. 11. pp. 70, 411, 451, Des. Mo. pp. 382.

* See Skt. Poetics, I. pp. 75.

To 9kt. Poetio, I. pp. 37 11.



(6) Bhalfa Lollata. Bhatta Lollute has been referred to as many

as cleven times.? From these he appoars to be a commentator of the
Natyasastra. As the rasa theory of Sankuke was known to have been

informatiou. For he is probably identical with the author of the poem

date is about 818 or 816 A. C.23

(c) Bhallo Nayaka. Bhutta Nayaka has been referred to as many
us six times by Abhinava.?" Besides explaining and elucidating the

dent work numed the Hrdayadarpann. He has been placed between the
end of the oth and the beginning of the l0th contury. "s

(t) Bhalla Yantra, Mrom the single reference to him in Abhini
va's commentary it appears that Bhatta Yantra? was a commentator of
the Nityasastra. About him nothing more can be said escot that he pre-
ceded the celebratel commentator.

hava is the most wellknown. But his fame rests also on his commentury
on the Dhvanyaloka as well as numerous learned treatises on the Kashmir
Saivisin. From the concluding portion of some of his books we learn a few
facts of his family history, and on the strength of these he has been plaerd
between the end of the 10th and the begining of the llth century. Krom

Although like any other work of this class it professes to explain the
text, Abhinava's commentary is not always an adequate help for under-
standing the soveral dificult passages of tho Nityasastra. This drawback

might be due to its defective text tradition, but a careful study of it will

convince any one that all its weak poiuts cannot be explained away on this

assumption alone. There ars instances of Abhinava's not being sure about

the explanation offered, for example, the word kulapa is once explained 114

30Аф. 1. рр. 208, 266, 279, 299 ; IL. pp. 131. 190, 415, 423, 436, 152. De's Ds p. 380.

21 Ад. 1. рр. 74, 217, 271, 485, 203, 248, 318; 11. рр. 411 ; 136, Дев. Мы. РУ 103,
413. 437, 441, 448, 469.

lavoid in the molote rise on the ame, this later writes loutinod

a many a Statue hour refere to de to take or dinta

Bhuvanàbhyudaya written during the Kashmirian king Ajitapida whose

Natyasastra, ut least in part, he wrote on the Dlivani thegry in indepen-

7. Bhatta Abhinavagupla
Among the commentators of the Natyusastra, Abhinavagupta or Abhi-

the Abhinavabharati we learn that his another name was Nisimhagupta."

81 Skt. Puetics. Vol. I. pp 19.39.

" See Skt. Poetics, I pp 38-39.
1 1g. 1. pp. 4, 28, 278, IJ, p. 298, Des Ms pp. 500, 508.

* t Podi, p. 1307:
1 Ag. 1. p, 208.

1º. Soo Ag, De's, Ms. pp. 423, 511.



'four kinds of musical instruments'® and next as 'a group of singers and

players of musical instruments' and then again as 'four of musical instru-

ments', 8T while explaining the mallavarani he gives four different viewg??

and does not give speeial support to his own preference. Besides this, his

explanation in some cases seem to be fanciful. For example, he explains

khanlans as (meaning) 'also fanning by means of a fan made of
palmleaf. Thie evidently is wrong, for in the same context oyajanakam
'fanning' has been mentioned, and khandand may better be interpreted ans

'drewing patterns or designe'.? But such instances are not many. That

Abhinava had as the basie of his commentary a defoctive text of the Natya-

Sastra, is apparent from its published portion, and his test was in placus to

some extent different from any of the versions that have reached us. It is

due to this latter fact that sometimes particular passages of the commentary

Cinnot be connected with any portion of the text (siven above the commen-
tary) in the Baroda edition. For example, once Abhinava writes "here
ire four cakaras" 35 but in the tuxt indicated by the pralika two cit-küras
only are available. And curiously enough a part of this text quoted
olsewhere in the commentary corroborates the available reading of
the text. In another place of Abhinava's commentary we have the word
ilambhana explained, but we look in vain for it in the text.? The same
is the case with augalireka and agars occuring in the commentary later
on.* And some responsibility for its roduced usefulness must be ascribeel tr
the fact that Abhinava had his commentary based on an imperfect test of

There is still another reason due to which Abhinava's work doss not
prove to be quite adequate for our need. It is probably because he wintr
the conmentary with a view to help scholars of his time, whose knowledge

on many things relating to the Indian drama, theatre and general literaturehe could easily assume, his conmentary sometines falls short of our needs.
But in spite of these limitations Abhinava's work has its valur.

Whenever he has to explain any theory or problem concerning the dramatic
art or general aesthetics, he does it very exhaustively by quoting all possible
views on the same and often cites examples from a vast number of dramatic
and other works some of which have perished. Often he sums up the
discussion in a masterly fashion. That he was a voluminous writer on the
abstruso philosophical topies gave him some facility in handling such
matters. But, for the purpose of reconstructing the theory and practice
of the ancient Indian drama, such scholastic discussions are often not of
much value, though studente of Indian poetics and aesthetics will surels
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the Natyasastra.

то Ад. I. p. 73. •о Ад. 1. р. 65. 31 Ag. 1. p. 186.

*3 Ад. 1 pp. 61-65. * Ag. I. p. 41. 34 See note 2 on 1X 61-6t

• Ад. II. р. 34. • Ag. I. p. 203. " Ag. II. p 3..
" Ад. II, рр. 07, 225.



be profited by their perusal. But it must be said of Abhinava's commen-

tary that it gives considerable help in understanding some difficult passages

of the very old obsolete test of the Natyasastra, and for this we should be

genuinely greatful to hio.

VIl. Data of India's Cultural History in the Natyasastra

Besides giving all sorts of information relating to the dramaturgy

and histrionies as well as the allied arts of dance and music, the Natya-

sastra includes considerable other materials for the cultural history of

India The most important among these will be discussod below under

their several heads.

1. Language

The Natyasastra gives some description of Pkt. (XVIII. 1-25) and

classical dramas and that of Asvaghosa's plays. Besides this there occur
in this work (XVIII. 44, 48) some references about the nature of languages
used by the ancient tribes like the Barbaras, Kiratas, Andhras, Dramidas,
Sabaras and Candalas. Thare are besides other interesting matters relat-
ing to the language used by men of different professions and status in life.

2. Literature
In addition to Prakrit verses given as examples of Dhruvas, the

Benediction and of the different metres (V. 108-112, 130-131: XVI).
These are very curly specimens of the ancient Indian literature. It is on
the testimony of these which are free from the artificiality of the later classi-
cal poctry, that 1'. Regnaud placed the Natyasastra about the beginning of
the Christian era (Introduction to Grosset's al. of the NS. p. VII-VIII).

contains also the earliest available discussion on
figures of speech (alamkura), and the method of criticism based on the
theory of Sentiments (rasa) which became vory popular amongst Indian
scholars during the medieval times.

3. Art
In the Visnudharmottara (II. 2. 4) it has been said that the cunons of

painting are difficult to understand without an acquaintance with the
canons of dancing. Now the Hindu drama as we have seen before depends a
great deal on dance which is in fact its mainstay. The same work similarly
connects the canons of painting with the canons of image making. Thus
the three arts being connected with one another, the Natyadästra receives
an aditional importance. This view is justified by the fact that the

INITIAL

examples of Dhruvä songs in Pkt. (XXXII). From these materials it
secms that the Pkt of the Natyasastra lic mid-way between the Pkt. of the

Nityasastra cites numerouy poetical stanzas in Skt. as cramples of the

The Natyakwastra

Natyaastra desories various male postures (sthana) Buch ne Vaigava,



Alvakranta. These and the various gestures described in the Natyasästra

may also be helpful in studying specimens of the ancient sculpture and

painting. It should be noted in this connoction that the Samaringana-

making images doseribes (ed. GOS. Vol. II. p. 301ff) the hand gestures

ote. almost in the language of the Natyatastra.

Fiftyeight varieties of metre of sama, archasama and visama types

have been described in the Nityasastra (XVI). All these are perhaps
anterior in timo to the Chandhah-sutras of Pingala. Onc important aspret
of this description is that the name of the following metres are different

5. Poetics

(alankara), ten Gunas and ten faults (dosa) of a composition. In brief
these may be called the carlict writings on poeties. To the theory of
Sentiment (rasa) and the States (bhava) (VI-VII) also the same remark
applies.

6. Costumes and Ornaments
Detnilod descriptions of ornaments, and directions about costumes to

be used by characters in a play according to their social status, profession,
religious faith, and tribal origin ote. are given in the Natyaistra (XXI.
1-67, 110-127). These may throw interesting light on the social life of
the Indian people in the remote past.

7. Mythology

ndopted by Hopkin in his Epie Mythology' they are as follows.

eight great gods; The Sun-God, the Moon-God, the Wind-God, the
Fire-God, the God of death, Varuna and Ocean, Indra, the Dikpalas

(World-protector). (d) The Host of Spirits: Gandharvas, Apsarasas,

Samapida, Vaisakha, Mundala, Micha und Pratyälidha (XI. 50-71), ind
femalo postures (sthära) (XIII, 159-169) such as Ayata, Avahittha and

sutradhãra a medieval encyclopoedie work while describlug the rules of

1. Metrics

in tho NS. c. g. Drutavilambita=Horinapluta (NS), Bhujangaprayata =
Apramcyà (NS), Srigvini=Padmini (NS), Malini=Nindimukhi (N$),
Marini= Vraabha-cestita (N$), Mandikruntã=Sridhara (NS),• Prithvi=
Vilambita-gati (NS), Kusumita-lati-vellite = Citralckha (NS).

The Natyakistra enumerates (XVII. 43-106) four poetic figur.s

(a) Lower Mylhology: Serpont, Birds, Waters. (6) Spirils: Pitrs,
Bhutas, Rakçasas, Asuras, Daityas, Danavas, Yaksas, Guhyakas. (e) The

Kama, Asvins, Maruts, Rudras, Visredoves, Adityas, (e) Divine " Seers :

Brhaspati, Narada, Tumburn, (p) Earthly Rsis and Personages:



Niyati, Nirti. It is probably significant that Ganen and the Avatiras of

Visnu are absent from this list.

8. Geography. .

some geographical names such as Anga, Anta (Anti) rgiri, Andhra, Avanti,

9. Ethnological Data.
The names of the following tribes occur

Pallava (Pahlava) and Yavana. From the costumes and eolours to le
assigned to their body it may be possible to trace them historically.

10. Are Amatoria.

567) and Kimasastra (XXXV. 46). But as it divides women into twenty-

not seem to relate to the Kamasütra which probably comes later.

The Nityaustra is of opinion that "The membors of the court (sabhis-
stira) should be appointed after consulting the views of Bhaspati who
thinks that the following are the qualities required for this offiec. 'They
should be always rendy for work, alert, free from indolence, undaunted by
hard work, affectionate, forbcaring, modest, impartial, skillful, trainel in
polity and good manners, doeply conversant with the art of argumentation
and all other branches of knowledge, and not affocted by sexual passion and
the like" (XXXIV-87-90). The word sabhastara which has boen translatod
here as a member of the court, occurs in the Smyti of Vyasa who holds that
this officer should hold discussion about morals (dharmavakya) for the
edification of those who are present (in court). In Mbh 4.1.24, however

cularly interested in gambling (Jolly, Hindu law and Custom, pp. 287-289).

INDIS
Bola (deva), Nahusa, Sanatkumara. (g) The Three Supreme Deities:
Brähman, Vismu, Siva, (h) Lesser God: Kartikeya (i) Goddesesses :

Sarasvati, Laksmi, Uma, Parvati, Candikã, Siddhi, Medhã, Smyti, Mati,

In its ohapters XIV, XVIlI and XXIII the NatynSistra mentions

Arvuda, Avarta, Anarta, Usinara. Odra, Kalinga, Kasmira, Kosala, Khasa,

Tamralipta, Tosala, Tripura, Daksinatya, Dramida, Nepala, PRicala, Puli-

nda (bhumi), Paundra, Pragiyotisa Pramsu-pravitti, Plavanga, Babir-

giri, Brahmottara (Suhmottara), Bhargava, Magadha, Madraka, Malnv-

artaka, Mahãrastra, Múrgava, Malava, Mahendra, Mosala, Vaiga.

Vaten, Vanavasn, Vartika (Martika), Vahlika, Vidisa, Vidcha, Strana,

Sulaka, Sindhu, Surastra, Sauvira, Gangã, Carmonvati, Vetravati, Mahen-

dra, Malaya, Sahya, Mekala, Kalapañjara, Himalaya, Vindhya, Bharata.

in the Natyasistr.
Kisi, Fosal, Barbara, Andhra, D'amida, Abhir, Sabara, Candila, Sakn,

The Nityasustra mentions Kamitantra or Kumatantra (XXV. 38, 53-

four elasses, and Vitayayona's Kamasutra into four elasses these names do

11. Arthasastra.

sabhastura uppears only as a courtier (sabhya, Nilakantha) who is parti-



The description of the king, the senapali, the amalya and the pritvioaka
as given in the Natyajastra (XXXIV. 78-87) might well have been taken

from the now lost work of Braspati recognised by Kautilya as one of his

sources. The Natyatastra gives besides one interesting information that

the inmates of a royal palace included a snataka (XXXIV. 04-69) and that

there was besides a functionary named kumaradhikria (XXXIV. 76-77).

As the definition has been lost, it is not possible to know what his duty was.

Can he be identified with the kumaramatya mentioned in Samudragupta's

inscription P

The Natyasastra seems to be the first in recognizing the twofold

importance of psychology in connexion with the production of & play, Its

classification of Heroes and Heroines according to their typical mental and

the importance of psychology on the creative side of the dramatic art; for

with the complete knowledge of all possible reactions of different objects

and incidents upon such Heroes and Heroines, the playwright as well as

netore and actresses could attain the greatest possible success in charac-

tcrisation. On the critical side also the importance of psychology was

discovered by the Hindu theorists almost simultaneously. It was realised

early that no strictly objective standard of beauty ever existed, and the

enjoyment of a theatrical production consisted of peculiar rcactions which

the art of the playwright as well as that of the actors could success-

fully croke in spectators of different types. It is on this assumption that

the theory of Sentiments and States (VI-VII) important alike for the

criticism of the theatre and the belles leilres has been elaborated by the

anthor of the Natyasastra. Such a view does not allow any kind of

dogmatism in the criticism of art and literature, and will make duo

allowance for the vicws of people who may widely differ in their tastes

because of their varying cultural equipment.

VIII. The Date of the Natyasastra
More than sixteen years ago, a caroful investigation of the linguistic,

metrical, geographical and ethnographic data, of the evidenco to be drawn

from the history of poetios and music, of the Kamasastra and the Artha-

fastra, and from inscriptions the present writer came to the conolusion that

the available text of the Natyasastry existed in the second century after

Christ, while the tradition which it recorded may go back to a period as

XXV. 1934).* Since this conclusion was made, more intensive

* For & bibliography on the Date of the NS. see this paper p. 1,

12. Peychology.

emotional states (XXIV. 210ff., XXXIV. 15ff), proves ita admission of

carly as 100 B.C. (The Dato of Bharata-Nitya&strn", in the JDL Vol.



study of the test as well as accession of fresh data has confirmed the

writer's belief in its soundness. These additional materials are being

discussed below.
1. The Geographical Data

Geographical names occur in the Natyasastra (XIV. 36) mostly
in connexion with pravittis or Local Usages which seem to be & later con-

ception and not at all indipensable for understanding the theatrical art ne

explained in the Natyasastra. In fact the authors of the Dasarupa and the
Natakalaksana, who speak of the wittis are absolutely silent on pravitles

which are conneted with them. Considering the fact that these wurks

depend a great deal on the Natya/astra thoir omission of this item may be
taken as very significant, Geographical names occuring in connexion with
the promilis are found in the Mbh. and some of the Parting, some of these
being almost in the same sequener (sce D. C. Sirear, "Text of the Puranic
Lists of Peoples" in IHQ. Vol. XXI., 1945, pp. 297-314). It seems that
some interpolator put them into the text of the Natya'ästra, for associating
it with all the different parts of India, though the original work was an
exposition of the dramatic art as it was practised in the northern India
especially in the midland only. Henco the guographical data should not
bo usod in determining the date of our text.

The argument that a particular dramatist who disregards any rule laid
down in the Natyasstra, will be earlier than it in time, will revorse tho

accepted chronological relation between the Natyasastra and Kalidasa.

(a) Though the fact has been everlooked by earlier writers on the

subject, Kalidasa too violates the rules of the Natyaastra on the
following points :

(i) Though the prescribed rule (XIX. 33) is that the king's wives
should be given names connected with the idea of victory, some of Kali-
dãsa's royal Heroines have been named as follows: Dharini, Irivati

(ii) It is also in disregard of the rulo (XIX. 34) prescribing for tho
handmaids (presy) the names of various flowers, that Kalidasa has

his play. Vakulavaliki (Malavi.) is possibly an exception.
* (iii) Though the prescribed rule (XIX. 34) is that the names having

an idea of auspiciousness, should be given to the menials, Kalidasa has
Raivataka and Sarasaka (Malavi.) us the names of servants.

(iv) The term swamin has been used by an army-chief (senupati) in

addressing the king (Sak. Il) in violation of the preseribed rule that it

should he used for the crown-priner (XIX. 12).
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2. The Natyasastra earlier than Kalidasa

(Malavi.) Hamsapadikã, Vasumati (Sak,).

Nigarika, Madhukarika, Samäbhrtika, Nipuika, Candrika, Kaumudika
(Malavi.), Parabhrtika, Caturika (Sak.) as the names of handmaids in



(v) Besides these, Kalidasa has written olaborate Prologues to his

playe, though the Natyasastra does not recognize anything of this kind as

a part of the play proper. These as well as the departures from the rules

in Bhasa's play, may be taken as great dramatists' innovations which as

creative geniuses they were fully entitled to.
Besides these there seems to be other facts which probably go to

show that Kalidasa know the present Natyasastra. They are as follows :

(ii) Kalidasa mentions the mythical Bharata as the director of
the colestical theatre (Vikram, III).

refers to particular passages in the Natyasastra (1. 16-19; N$ (C.) XXX,

3. The Mythological Data
In the paper montioned in the beginning of this chapter the present

writer was mistaken in his interpretation of the word mahugriman; whick

does not mean Ganapati as Abbinava the reputed commentator of the

of this dcity who does not appear in literature before the fourth century
speaks indeed for the great antiquity of this work.

4. The Ethnological Data

and Pulindas together with Andhras, Drumilas, Kasis and Kosalas who
were brown (asita, lit. not white), and in another passago (XVIII. 44) names

the author of the Dharnasütra who lived at the latest in the 300 B.C.
belongod to the Audhra land (Jolly, Hindu Law and Custom, p. 6 and also

assumed on the basis of these names that the Natyadästra was in all likeli-
hood composed at a time when a section at least of the Andhrus and the
Dramilas (forefathers of the modern T'amils) were still not looked upon

as thoroughly civilized. Such a time may not have been much after the

beginning of the Christian era.

Sylvain Lévi has discovered parallelism between the Natyasastra and

(i) Kalidasa uses the following techniel terms of the Natyasastra :
aigahara, vitti, sandhi, prayoga, (Kumãra, VII. 91), aiga-saitva-vacani-
srayan nittam (Raghu, XIX. 36), patra, prásnika, sansthava, apadesa,
upavahana, sukhi, vastu, mayor marjana (Malavi.)

(iii) According to Katayavema, Kalidisa in his Malavi. (1. 4.0; 21.0)

92fF.)

Natyasastra opines (ste notes on III.1-8.). The absenco from the Natyasastra

The Natyalästra in ono passage (XXIM. 99) names Kiratas, Barbaras

Andhras and Dramilas torether with Barbaras and Kiratas. Apastamba

P.V. Kane, Hist. of tho Dharnasastra. Vol. I. p, 45). Hence it maybe

5. The Epighraphical Data

the inscriptious of the Indo-Seythian Ksatraps like Chastana who are
referred to tierain as suri a torm applicable, aocording to the stistrato



MM.P.V. Kano (Introduction to the SD. p. viji) has differed from him,

Lévi's argument does not seom to be without its forec. It may not be con-

sidered unusual for common persons who arc intimate with him to show

the future king an exaggerated honour by calling him svamin a term to
be formally applied to the reigning monarch only. Besides the argument
put forward by Lévi, there may be collected from the inscriptions other
facts too which may inclino us to take 200-300 A.C. as tho tino of the
compilation of the Natyasastra. These are as follows :

(a) The word gandharva probably in the sense in which the Natya-
sastra uses it (XXXVI. 76) occurs in the Junagarh Rock inscription

and nijuddha which we meet in the Natyasastra probagly in the same

sense (Junagarh Inscription of Rudradaman I. Sec Select Inscriptions,

pp. 172-173).

(b) The respect for 'Cows and Brahmins' (go brühmana) which the
author of the Natyasastra shows at the end of his work (XXXVI, 77)
has its parallel in the inscription referred to above. And respect for
Brahmins also finds expression in more than one inscription belonging to

the 3rd century A.C. (op. cit. pp. 159, 161, 165)

(c) The three tribal names Saka, Yavana, and Pallava appearing

The cumulative effect of all these data scems to be that they may
enable us to place the Natyasastra about 200 A.C., the time of theo
inscriptions.

6. The Natyasastra earlier than Bhasa

Lack of conformity to the dramaturgic rules of the Natyasastra has
sometimes been cited as an evidence of the antiquity of Bhasa, the argu-

ment being that as he wrote before the rules were formulated, he could

not observe them. This view however, seems to be mistaken. For the
rules occurring in the Natyasastra cannot, for obvious reasons, be the

author's fabrication without relation to any pre-existent literature." If

the Natyasastra was written after Bhasa's plays, its rules had every obance

of having been a generalisation from them as well as from numerous other

drematic works existing at the time, while the contrary being the case lie,
Bhare being later than the Natyalastra) some novelties are likely to be

' F. Hall in his Introduction (p. 12) to the Dasarupa saye: At all ovents, he

aetual compositions,

LIVIN

the yurarija or crown-prince (I. Ant. Vol. XXXIII. pp. 168f), Though

of Rudradaman, I (150 A.C.). This also mentions terms, likr sausthan

in the inscription of Vasistiputra Pulomayi (149 A.C.) occur in the
same order in the Natyasastra (op, cil., p. 197,) and NS.

(Bharata), would hardly have elabozated ile (the rules) xcopt as indutions, troma



introduced by the dramatist in disregard of the osisting rules. It is on

this line of argumont that the chronological relation between Bhasa and
the Natysastra, will bo judged below.

(a) On no less than three points, Bhasa seems to have disregarded
the rules of the Natyasastra. These are as follows :

(i) The sutradhora (Director) begius the plays, though according
should perform this

function (V. 167),

not give the usual bhararavakaya (final bencdiction) and what he gives
in its stead, may be an innovation.

Hence it may be assumed that the Natyasastra was completed before
the advent of Blasa,.

(b) Besides this, there seems to be some good evidence in his works
to show that the dramatist was acquainted with this ancient work on
drama. For crample, he mentions in a humorous contest the Jester con-

mention of some techinical terms as well as the acquaintance which he
shows with some special rules of the Natyasastra may also bo said to
strengthen the above assumption.

(i) First, about the technical terms. They are : sausthova, prastavan,

(ii) The hetaera in the Carudatta (1. 26, 38) says within herself, "I
am unworthy of being allowed entrance into the harem" (abhaini aham

expression, "by means of a Nataka suiting the time" (kilasamvidin

(li) The vocal skill of the hetaera referred to by the Sakara (Parasito)
in the Carudatta may also be said to point to the elaborate rules regarding
intonation (käku) in the NS. XIX 37-8.

(iv) Besides these, expressions like "the two foet made facile in

the Carudatta (1.9.0, 16.0) probably relate to the elaborate discussion
on dance and the use of gestures in the Nityasastra.

Ou the basis of all these it may be assumed that Bhiga was
acquainted with the contents of the present tost of tho Natyaustra, Hence

LXXXV

to tho Natyasastra the sthapalia (Introducer)

(ii) In contravention of the rule of the Natyasüstra (XX. 20)
Bhasa allows death in Act I of Abhiscka.

(iüi) In the Madhyama-vyyoga and the Dutaghtotkaca, Bhasa does

founding the NatyaSistra (Avi. II 0. 38-39) with the Ramãyana. Bhasa's

silradhara, preksaka, cari, gali, bhadramukha, have, bhava, marisa,
nolakiya, the root patha, ranga.

abbhantara-pavesassa). This seems to refer to the N8. XX. 54. The

nolaena) in Pratima. (I. 4. 7) probably points to NS. XXVII. 88ff.

dance due to training" (ni lopadésa-virado-caranau) and "she represents
the words with all her limbs" (abhinayali vacamsi sarvagülrail!) in



it may be placed in the and centuary A. C. i.e. one century before

the time generally assigned to Bhasn's works. (Jolly, Introduction to A8.

p. 10, but according to Konow Bhasa's date may be the 2nd century

From the foregoing discussions it may be rcasonableto assume

the existence of the Natyasastra in the 2nd centuary A.C., though it must

not be supposed thut tho work remained uninterfered with by interpolators

of later ages. Such an interpolation may crist more or less in all the ancient

texts. For crample, Aristotle's Poeties too, in its reccived text, has bren

suspected to have interpolated passages in it. There are indeed interpolated

passages in the Natyasastra and some of these have been, pointed out?
and a few more may by some chance bo discovered afterwards. But this

• See notes on X VIII. 6, 48; XX. 63. Besides theso cases, the seventeen couplets

alter XV. 101 and the five couplets alter XVI 169 are spurious. For those do not

give any important information regarding the art of the theatre or dramaturgy and may

be merely scholastio additions. The passage ou pravillis XIV. 38-55 may also bo

IXXXVI

A. O. Seo ID. p. 51).
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CHAPTER ONE

THE ORIGIN OF DRAMA

Salutation

which were uttered by Brahman.

Sages question.

2-5. Once in the days of yore, high-souled sages such
as, Atreya' and others who had subdued their senses, approuched

the pious Bharata® the master of dramatic art during an inter-
mission of studies (anadhyaya). He (Bharata) then just finished

of the Vedic god Brahman. For, the Pitrs (the Fathers) such as Aigiras,
Bhrgu, Daksa and Marici and others, whose descendants peopled this earth,
were their progeny. In the later literature and religion of India, Brahman
gradually recedes in the background and practically vanishes. His place is
taken by the extra-Vedic Siva, and Visnu in his fulledged Puranic

≥ Mahesvara (the Great God) is another name of Siva who is
originally & pre-Vedie deity. Salutation to Siva along with Brahman, is
very rare in Indian literature.

' By 'drama' in this connexion is to be understood any play in ite

theatrical and literary claracter. For on this point Ag. (I. p. 7) says that

the NS. is meant for the producer (of a play) as well as the poet

* Puranas.except the Matsya (24, 28-30) are silent on this Bharats,
the authority on the Canons of Dramas,

THE NATYASASTRA

1. With'a bow to Pitamahal (Brahman) and Mahesvara®

(Siva) I shall' explain the Canons of Drama® (Natyasastra)

I (B. G. same). ! Pitamaha (the Grand-father) is a Puranio epithet

churacter.

(playwright). 9 my safafa.

2-5 (B.G. same), 'Atroya-There are two Atreyas. One is s

disciple of Yajiavalkya (Mbh.) and another that of Vamadeva (Brahma P.)See Vidyalankar, Jivani-kosa, sud voce.



the muttering of prayers (inpa) and was surrounded hy his

sons. The sages respectfully said to him, "O Brahman, how did

originate the Naytyaveda® similar to the Vedas, which you

have properly composed? And for whom is it meant, how many

limbs does it possess, what is its extent* and how is it to be

applied? Please speak to us in detail about it all ®".

Bharata answers.

6. Hearing these words of the sages, Bharata began in reply
to speak thus about the Natyaveda :

7-12. "Get yourselves cleansed, be attentive and hear
about the origin of the Natyaveda devised by Brahman'. 0
Brahmins, in the days of yore when the Golden Age (Kola-

the Silver Age (lietanga) commenced with the carcer of
Vaivasvata Manu, and people hecame addicted to sensual

pramona=extent. Ag. takes the word in the sense of proof

* From the five questions put in here, it is not to be assumed that
the treatment of subjcets mentioned will follow the order of theer.

7-12 (B.G. same). 'The reference here is to the Nityavada
alleged to have bren composed by Brahman in about 36000 slokas. It is
also believed that, later on a shorter work (in 12000 granthas) was bar

on this great work and it was in the form of a dialogue between Siva andParvati. This is considered by some to be the Adibharata or Sadasiva-
bharata. The present NS. contains about 12000 granthas and it is supposed
tn include the views of the authore of the now extinet Natyaveda (composer

le A. K. Coomaraswamy has freely translated 8-17 (The Mirror of
Gestures, New York, 1936, p. 16),

2 THE NATYASASTRA I I. 5..

yuga)la passed with the reign of Svayambhuva (Manu), und

3 Natyaveda- The 'Natyaveda' according to Ag. is a synonym for
the Natyasastra', and is no Vedic work, He (I.p. 4) says: 4a 7 1�4 de:

(pramonam atra niscava-janakatram), but he cites another view as well,
which takes the d to men number and is

6 (B.G. same).

by Brahman) us well as of the Adibharata. See Preface to NS. (B.) pp. 6-7.this it

Tatyana Pryhodko

Tatyana Pryhodko



THE ORIGIN OF DRAMA

pleasures", were under the sway of desire and greed, became

infatuated with jealousy and anger and [thus, found their

happiness mixed with sorrow, and Jambudvipa®protected by

the Lokapalas (guardians of the worlds) was full of gods,

(Nagas), the gods, with Indra (Mahendra) as their head,
(approached) Brahman and spoke to him, 'We want an object
of diversion, which must be audible as well as visible*. As the
Vedas are not to be listened to by those born as Sudras,
be pleased to create another Veda which will belong to all the

13. "Let it be so", said he in reply and then having
dismissed the king of gods (Indra) he resorted to yoga (concen-
tration of mind)' and recalled to mind the four Vedas."

14-15. He then thought: "I shall make a fifth? Veda on
the Natya with the Semi-historical Tales (itics), which will
conduce to duty (dharma)", wealth (artle) as well as fame, will

* grimyadharma- Ag. explains the word differently and as follows :

" According toancient Indian geography the carth was divided
into seven dripas (continents), Jambudvipa is one of them. It included

1-12). Sec Winternitz, Hist. of Indian Literature, Vol. I, p. 548.

* This relates to the four classes such as Brahmana, Katrija, Vaisya

cuttaurtlinirodhah. It however begins with the concentration of the mind.
* After 13, B. reads one additional couplet. But G. considers this

presage to be spurious and puts it in the footnote.
1415 (B.G. same). ' In the early Indian literature the itihasa

alone was considered as the fifth Veda. See Chandogya Up. VII. If. and

tho same position to the itihusas. See Winteruitz, Vol. I.p. 313.

& charma also means virtuo, lat and custom etc.

-I. 15 ]

Danavas, Gandharvas, Yaksas, Rakasas and great Uragas

Colour-groups " (varna)".

Bharata-varsa or Bharate-varsa, known at present as 'India'. Visnu P. (ch.

"On this point Ag. suys: tufala d rafafa anainame":.

and Stidra
13 (B.G. samne). ' Yoga has been defined in Patañjali's work as

7., and Suttanipata, 11.7 (sellasutta). Kantilya's Arthasastra too gives

" On ilibasa see note below.

Tatyana Pryhodko

Tatyana Pryhodko

Tatyana Pryhodko

Tatyana Pryhodko

Tatyana Pryhodko
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contain good counsel and collection [of other materials for human

well-being], will give guidance to people of the future as well

in all their actions, will be enriched by the teaching of all

scriptures (fastra) and will give a review of all arts and craftse

16. With this resolve the Holy One (bhagavat) from
his memory of all the Vedas shaped this Natyaveda compiled
from the four of them.

17-18. The recitative (pathya) he took from the Rgveda,
the song from the Saman, Histrionic Representatión (abhinaya)
from the Yajus, and Sentiments (vasa) from the Atharvaveda,
[and] thus was created the Natyaveda connected with the

Brahman who knows [them] all.

19-20. After the creation of the Natyaveda Brahman said

to Indra (lit. the lord of the gods), "Semi-historical Tales

(itihasa) have been composed by me, you are to get them

[dramatized and] acted by gods. Pass on this Natyaveda to

those of the gods who are skilful, learned, free from stage-fright

and inured to hard work."

• The word silpa is very often synonymous with kali. As the 64

Ralas enumerated in different works include different art and crafts, there

two words may be translatod as 'arts and crafts'. Silpa, however, is some

times to be distinguishod from kale; and then it may mean merely 'a craft.

ine. the Vedas principal as well as subsidiary. The Vedas are all

well-known, and there are at least four Upavedas, one being attached to each

of the Vedas. They are as follows: the Ayur-veda (the Science of Medicine)

(the Science of Architecture) to the Atharvaveda.

flivetta, according to Winternitz, can only mean an "historieal event" and

purina probably mean "mythological and legendary lore." Nol. I p. 518.

Pargiter has, however, extracted solid historical facts from some of the

THE NATYASASTRA [I. 15-

(silpa)".

Vedas principal and subsidiary (vedopaveda, by the holy

16 (B.G. same).

17-18 (B.G. same). ' Vedopaveda-the Vedas and the Upavedas

to the Rgveda, Dhanur-veda (the Science of Arms) to the Yajurveda,

Gandharva-yeda (Musical Science) to the Samaveda, and Sthapatya-sastra

18-20 (B.G. same). 'Kautilya's Arthatastra in its definition of

ilihasa coumeratre purina and ititta as belouging to its contente. An



THE ORIGIN OF DRAMA

21-22. At these words of Brahman, Indra bowed to him

with folded palms and said in reply, "O the best and holy

one, gods are neither able to receive it and maintain it, nor

are they fit to understand it and make use of it; they are unfit

to do anything with the drama'.

23. The sages (mun)? who know the mystery of the Vedas

and have fulfilled their vows, are capable of maintaining this

(Natyaveda) and putting it into practice."

The Natyaveda and Bharata's one hundred sons

24. On these words of Sakra (Indra), Brahman said to me;"O the sinless one, you with your one hundred sons' will have to

25. Thus ordered. I learnt the Natyaveda from Brahman

estant Purenas (Sec his Ancient Indian Historical 'Praditions, London,

1922). According to the native Indian tradition itihusa is said to be an

iccount of events that occurred in the past, carrying in it instructions

about duty, wealth, enjoyment of pleasure, and salvation. The traditional

The same tradition assigns the position of ilihosa to the Mahabharata
the great Indian epic. It is possibly this itihisa that has been connected
with the Natyavoda by the arthor of the sastra. Hence it appears that
Oldenberg's theory about the original connexion between epie and dramatic
poetry, is worthy of serious consideration. Nityukhyam pancamam vedam

3 See note on 14-15 above.

21-22 (B.G. sams). ' It may be tentatively suggested hero that the
gods represented the primitive Indo-Aryans who possibly had no drama.

On this point so the author's Pricin Bharater Natya-kalä (in Bengali),

Calcutta, 1945 p. 60 ff.

23 (B.G. same). ' The word muni is evidently to be derived

from the Plt. root muna 'to know' which is most probably not of Indo-

European origin.

24. (B.C. same). ' The Purinas and similar other works totally

ignore these one hundred sons of Bharata.

- I. 25 ]

put it (the Natyaveda) to use".

sloka is-

setihasam, karomy aham (15) seems to be very signiticant, Ag. (I. p. 13)
explains setihasam as ilihosopadésakamipam saprabhedam. See Winternitz,
Vol. I. pp. 100 ff. 312 n.

25 (B. G. same),



and made my able sons study it as also [learn] its proper
application.

Names of Bharata's one hundred sons

26-39 (B. same ; G. 26-38). ' B. and Ct. read some of these names
differently. Some at least ot the so-called sons of Bharata might in tact
have been the authors who wrote ou dramaturgy, histrionic art, dance and
music ete. Singabhupala mention the first four. See below notes 2-7.

' Rohala has again been mentioned in NS. (C.) XXXVI. 65. Ag.
has referred to his opinion several times and quoted front his work on
nötya (Nol. I. pp. 140, 173, 182, 180, 285; WOl. M. V. 26, 55, 130, 133,
142, 144, 146, 147, 151, 155, 407, 416, 421, 134, 452, 158, 159). Later

Singablüpala acknowledge him as an authority on drama and music. (See

* Ag. has quoted a passage from the work of one Dattilacarya (Vol. I.
p. 205). He seems to br identieal with this Dattila, See also note I above.

• Salikara is probably identical with satakarna referred to and

* 'The Natakalaksana (pp. 114, 121) referato and quotes from thieauthority. So dory SD (295),

from this authority,

6 THE NATYASASTRA [ 1. 25-

26-39. "[Names of my sons are] Sandilya, Vatsya, Kohala",
Dattila®, Jatila, Ambasthaka, Tandu, Agnisikha, Saindhava, Pulo-

man, Madvali, Vipula, Kapinjali, Badari, Yama, Dhumrãyaga,
Jambudhvaja, Kakajungha, Svarnaka, Tapasa, Kedara, Salikarna*,
Dirghagatra, Salika, Kautsa, Tandayapi, Pingala, Citraka, Ban-
dhula, Bhaktaka, Mustika Saindavayan: Paitila, Bhargava, Suci,
Bahula Abudht, Budhasena, Pandukarna, Kerdu, Rjuka, Mandaka,
Sambara, Vuñjula, Mugadha, Sarala, Kart, Ugra, T'usara, Pargada,
Gautama, Badarayana5, Visãla, Sabala, Sunabha, Mesa, Kaliya,
Bhramara, Pithamukha Muni, Nakhakutta®, A‹makutta', Satpada,
Uttama, Paduka, Upanat, Sruti, Caçasvara, Agnikunda, Ajyukunda,
Vitandya, Tandya, Kartarksa, Hiranyaksa, Kusala, Duhsala,

writers like Dimodaragupta, Hemacandra, Sarigadeva, Saradatanaya and

S. K. De, Skt. Pocties, p. 25. f.n.)

quoted in the commentary of the Anargharighava (p. 7. sce Lévi, II.
pp. 27, 65) and the Natakalakjana. (1. 47, nd. M. Dillon),Cf. Salivahana
=Satavahana.

§ The Natakalaksana (pp 46, 114) rofers to and quotes from him.

7. The Natakalaksana (1, 4, 19, 114, 115) reforo to and quotos
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39-40. [Thus] at the command of Brahman and for the

benefit of the peoplo I assigned to my sons different roles suitable

to, them 3.

Performance begins with three Styles.

41. O •Brahmins, I then preparel to give a performance
(prayoga) in which was adopted dramatic Styles (rotti) such as

Need of the Kaisiki Style

42-43. "I [then went? to Brahman and after bowing,
informed him [of my work]. Now Brahman (lit. the juil
of gods) told me to include the Graceful (hardiT) Style also
[in my performance], and he asked me to name materials
conducire to its introduction.

13-15. Thus addressed by the master I replied, "Give me
materials necessary for putting the Graceful (luisili) Style into prac-
tice. At the time of Nilakantha's? (Siva) dance I have seen his
Graceful Style appropriate to the Erotic Sentiment, and this requires

39-40 (B. same; G. 39). 'G. reads 39b differently.
41 (B. same; G.41). ' The four Styles probably related to four

Bharat and Sattvate are wellknown. The remaining two names might
have been lost.

43-45 (B. same; G. 42-44a). ' Siva is Indin's traditional god of

-I. 45]

Tala, Bhyanaka, Bibhatsa, Vicaksana, Pundraksa, Pundranasa,

Asita, Sita, Vidyujjhva, Mahajliva, Malaikayana, Syamayana,

Mathara Lohitanga, Sanvartaka, Pañensikha, Trisikha, Sikha

Sankhavarnamukha, Sanda, Sankukarna, Sakranemi, Gablasti,

Amsumali, Satha, Vidyut, Satajangha, Raudra and Vira.

the Verhal (bharati)," the Grand (saltruti), and the Energetic
(arabhali).

tries such as Bharata, Sattvate, Keika and Arabhate. Among these

42-49 (B. same; G.41). 1G om. 42.

° pragiha (Embracing) has been taken to mean 'going to'.

dance, Se M. Ghosh (ed.) Abhinoradarpana, Caleutta, 1984, English
Transintion, p. 1.



beautiful dresses and is endowed with gentle Angahãras? and
has Sentiments (rasa), States (bhava)" and action as its soul.

Creation of Apsarass for practising the Knisiki Style

40-47. This Style cannot he practised properly by men
except with the help of women." Then the powerful Lord
(Brahman) created from his mind nymphs (apsaras) who were
skillful in embellishing the drama', and gave them over to me
[for helping me] in the performance.

Svati and Narada engaged to help Bharata

50-51. And by him (Brahman) Svati together with his
disciples was employed to play on musical instruments, (lit. drums)
and celestical musicians (undharra) such as, Naradal and others
were engaged in singing songs.?

51-53. Thus after comprehending the dramatic art (natin)
which arose out of the Vedas and their [different] limbs, 1
along with my sons is well as Svati and Narada approached
Brahman fit. lord of the worlds) with folded palmsand

47-50; (B. 47-502, G. 16-41). 'B. and G. read some of the names
in a slightly ditferent manner

50-51 (3. 50b-51a, G. 49). ' One Svati has been mentioned in the

3 Ag. thinks gina in this connexion means the playing of stringed
instruments and fintes.

8 THE NATYASASTRA [1. 45-

Names of Apsarasas

+7-50. [Their names' are]: Mañjukesi, Sukes, Misrakes,
Snlocana, Saudamini, Devadatta, Devasena, Manoraà, Sudati,
Sundari, Vidagdha, Sumala, Suntati, Sunanda, Sumukhi, Magadhi,
Arjuni, Sarala, Kerala, Dheti, Nanda, Supuskalä and Kalabha

•Por algahuras sm NS. IV. 16 ff. Read midraigahära for
nittinga in B. for detaile on States sy NS. VJI.

16-17 (B. same; (r. 44b-45). 'nitrilinkera here may bo taken also
to mean ma alankaras mentioned in NS. XXIV. 45.

Visnu P. Nurada is also & well-known Purinic sags. He is mentioned
as a musician in Bhagavata and Viiyu P. See Vidyalankar. JK.. sub voce.

51-53 (B. 51b-53a, G. 50-51),
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said that the dramatic art (natua) has been mastered, and prayed

for his command.

The Banner Festival of Indra and the first production of a play
53-55. On these words, Brahman said, "A very suitable

time for the production of a play has come: the Banner Festival'
of Indra has just begun; make use of the Natyaveda now on
this occasion".

55-58. I then went to that festival in honour of Indra's
victory which took place after the Danavas and the Asuras (enemies
of the gods) were killed. In this festival where jubilant gods
assembled in great numbers I performed for their satisfaction
the holy Benediction (nandi) containing blessings with words in
their eightfold aspects (astanga, lit. of eight limbs). Afterwards I
devised an imitation of the sitution in which the Daityas were
defeated by gods (and), which represented [sometimes) an alter-
cation and tumult and [sometimes] mutual cutting off and piercing
(of limbs or bodies).

The pleasod gods reward Bharata's party

58-61. Then Brahman as well as the other gods were pleased

with the performance and gave us all sorts of gifts? as a token

of joy that filled their mind. First of all the pleased Indra

53-55 (B. 53b-558; G. 52-53). ' This festival occurred on the

twelfth day of the bright half of the moon in the month of Bhadra. It was

a vory popular festival in ancient India. Asvaghosa mentions it in his

karyas. Maha, & part of the compound ahvaja-maha is simply a Pit.
form of the word makha meaning 'sacrificc'; cf. Indra-makha.

58-61. (B. 38b-61, G. 57-59) 1 Making gifte to dancers, singers
and actors at a performanes, is a very old custom in India. Such gifte were
mado by rich members of the audignes, while the common people enjoyed

-1. 61] 9

55-58 (B. 55b-58a; G.5456). 1 Veda-sammita (veda-nimita, G.)
meane 'like the Veda' i. e. "holy'.

' The eight aspects of words are noun (nama), verb (algata),
particlo (nipala), prefix (upasargo), compound word (samosa), secondary
suffs (taddhita), euphonie combination (sandhi), nominal and»verbal
suffixes (vibhakti). Sce No. XV. 4.



10
(Sakra) gave his auspicious banner, then Brahman & Kutilaka?

gave an umbrella, Siva success (sulihi), and Vayu (the wind-

a crown, and the goddess Sarasvati gave visibility as well as

audibility?.

62-63. 1 The rest of the gods, and the Gandharvas, the

Yaksas, the Raksasas and the Pannagas (Nagas) who were present
in that assembly and were of different birth and merit, gladly, gave

my sons speeches suited to their different roles (in the play], States

movement [of limbs] and strength as well as beautiful ornaments.

64-65. Now when the performance relating to the killing
of the Daityas and the Dinavas began, the Daityas who came there
[uninvited] instigated the Vighnas (malevolent spirits) with Viru-
paksa as their leader, said, "Come forward, we shall not tolerate?
this dramatic performance."

66. Then the Vighnas (evil spirits) together with the Asuris
resorte to supernatural power (maya) and paralysed the speech,
movement as well as memory of the actors.

the performance without any payment. This old custom is now dying out
under the influener of modern theatres which realise the price of the enter-

tainment beforehand by selling tickets.

by the Jester'. But he does not seem to be supported in this by the old

160). But it is not clear from the context whether it belonged to the
Jester. The NS. XXII 167-170 describes probably this dandakustha, but
does not connect it with the Justor.

" From now on the numbering of couplete in wrong in B.

* For details on States ser NS. VI.

THE NATYASASTRA [ I. 61-

and Varuna a golden pitcher (bungara), Surya (the sun-god)

god) a fan. Visnu gave us a lion-seat (simlasana), Kuvera

(bharr)", Sentiments (inst), (good physicall form, [proper]

* Kutilaks- Ag. takes it to mean'a eurved stick fit to be und

dramatic literature, In Kalidasa's Malavi. however occur bhuaigama.
kalila-dandakalthe and damlakallha (irl. Pandit, Bombay, 1889, IV. 150,

mahe, B).
64-65 (B. same; G7,62-63). ' no kramisyamahe (nellham icchis-

68 (B. same; G. 64).
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67-68. Seeing this injury to them,' Indra sat in meditation

to ascertain the cause of break in the performance and found

out that, surrounded on all sides by the Vighnas (evil spirits),

the Director (sutradhara) together with his associates (actors)
had been rendered senseless and inert.

69-70. Then with eyes turning in anger be rose and
took up that best banner staff (dhraja), brilliant with all the
jewels. set in it. With this Jarjara Indra beat to death the
Asuras and the Vighnas who were hanging about the stage [for
mischief].

71-73. The Vigns together with the Dãnavas having beenslain, all the gods saids in joy. "O (Bharata,) you have got a divine
weapon with which all destroyers of a play have been made jarjara

(beaten to pulp). Hence it will have the name of Jarjara. 1

73-75. The remaining enemies too who may come to do
violence to [actors] will fare like this." To the gods, Indra then
said with pleasure, "Let it be so: this Jarjara will be the protection
of all actors."

75-76. [And afterwards], when the play was ready and
Indra's festival continued in full force, the remaining Vighnas began
to create terror for the rest of the actors.

76-78. Having noticed these attempts caused by the insult
of the Duityas? I, along with my sons, approached Brahman [and
said, "O the holy one and the best of gods, the Vighnas (the evil
spirits) are determined to destroy this dramatic performance; su
enlighten me about the means of its protection."

69-70 (B. same; G. 67-68).
71-78 (B, 71-78, 79b ; G. 69-70, 71b). ' This is evidently an instaner

79-75 (B, 786-75, G. 78-78).

76-78 3.77-78; 07.75-78)...

-I. 78 ]

87-88 (B. same; G, 65-66) ' latra tesam sals (sutradharasya, B.G.)

of folk-etymology. We read 72b. us, arafamien: du an a asiaai: (C.)

but B. G. matianeter did anar: aml: and adds our hemistich as fullows:

75-76 (1B. 76, (t. 74).

' daityanöm (madarthe, to)
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78-79. "O the high-souled one," said. Brahman then to

Visvakarman,' "build carefully a playhoase of the bast type."

79-81. After constructing it according: to this instruction?

he (ie. Visvakarman) went with folded palms"to Brahman's court
[and said], "O god, please have a look at the playhouse which has
[just] been made ready." Then Brahman, along with Indra and
and all other good (lit. the best) gods, went to have a view of the

playhouse.

82-88. On seeing it Brahinan said to the rest of gods, "You

ought to cooperate in the protection of the playhouse in its several
parts [and of the objects relating to dramatic performance): Candra

(the moon-god) to protect the main building; the Lokapalas
(guardians of the worlds) its sides, the Maruts its four corners,
Varuna the space [within the building. Mitra the tiring room
(nepattya), Agni its plinth', clouds the musical instruments?,
deities of four Calour-group» (runa)? the pillars, the Adityas and
the Rudras the space between the pillars, the Bhutas (spirits) the

the entire house, the ocean-god the ground, Yama the door, the two

Naga kings (Ananta and Vasuki) the two blades of the door

(dravapatra)", the Rode of Yama the door-frame, Siva's Pike the

top of the door:

88-93. 1 Niyati and Yama (Mityu) were made two door-
keepers, and Indra himself stayed by the side of the stage. In the

78-79 (B. 79; G.77). ' Visvakarman is the architect of the gods,
He is very frequently met with in the Purinas. There was also'a Vedic

& Such deities are nowhere to be met with.

and 9lb.

THE NATYASASTRA

rows lof seats = dharani), the Apsarasas its rooms, the Yakginis

deity of this nane. Sce Vidyalankar, JK, 520 voce.

79-$1 (B. 81-92; G, 79-80). ' Krtvù yathoklans evam in erham
• padmodbhaminaya. B. G. read in place of this hemistich a comploto sloko.

82-88 (13. 83-89a; G. 81-87a). 'Vedika rangovedita tatra tikero'
ahisthistet yarthal, (Ag.).

a bhanla iti tripuskare sopakarane (Ag.)

• dvarapatra (duara-pursue (.) i See NS. III. 1-8 note 5.
88-93 (В. 896-95a; (1. 87b-92n). ' 1, reads a couplet between 9la
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Mattavrani was placed Lightning which was capable of killing

Daityas, and the protection of its pillars was entrusted to the very

posted Thunder (vajra) the destroyer of Daityas, and in its

sections (parva) were stationed the best and powerful gods. In the

topmost section was placed Brahman, in the second Siva, in the

third Visnu, in the fourth Kartikeya and in the fifth great Nagas

93-94. Thus for the destruction of the Vighnas, gods were
placed in different parts of the Jarjara, and Brahman himself

occupied the middle of the stage. It is for this reason" that flowers

are scattered there [at the beginning of the performance].

95. Denizens of the nether regions such as, the Yaksas, the

Gubyakas and the Pannagas were employed to.protect the bottom

of the stage.

96. Let Indra protect the actor who assumes the role of the

hero, Sarasvati the actress assuming the role of the heroine,

Omkarah the Jester and Siva the rest of the characters (dramatis

97. He (Brahman) said that the gods who were employed to
protect it (ie. the play) would be its guardian deities.

Brahman pacifes the Vighnas

98-99. In the meanwhile gods in a hody said to Brahman,
"You should pacify the Vighnas by the conciliatory method (saman).
This (method) is to be applied first, and secondly the making of
gifts (dana) ; and (these proving futile) one should afterwards create

95 (В. 97; G7.84).

98 (B. 88; G.95). ' Sarasvati mentioned here seems to be the
Vedio goddega of the same name. See Rk. I, 142.9 and JK. sub voce.

' Orkãra as a deity is very rarely to be met with.

-1. 99] THE OBIGIN OF DRAMA

strong Bhutas, Yaksas, Piéacas and Guhyakas. In the Jarjara was

such as, Sega, Vasuki and Taksaka."

persona).

93-94. (В. 95b-98; G. 92b-93).' See NS. V. 74.

87 (B, 98; C. 26).
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dissension (among enemies], and this too proving unsuccessful

punitive force (danda) should be applied [for curbing them"].

100. Hearing these words of the gods, Brahman called the

evil spirits and said, "Why are you out for spoiling the dramatic
performance?"

101-103.

have introduced for the first time, at the desire of the goda, has put
, us in an unfavourable light, and this is done by you for the sake of
the gods; this ought not to have not been done by you who is
the first progenitor (lit. grand-father) of the world, from whom
came out alike gods as well as Daityas."

104-105. These words being uttered by Virüpaksa,?
Brahman said, 'Enough of your anger, O Daityas, give up your
grievance (lit. sorrow), I have prepared this Natyaveda which will
determine the good luck or ill luck of you as well as of the gods,
and which will take into account acts and ideas of you as well as

Characteristic of a drama

106. In it (nabya) there is no exclusive representation of
you or of the gods: for the drama is a representation of the state

107. [In it] sometimes there is [reference to] duty, some-
times to games, sometimes to money, sometimes to peace, and

98-99. (B. 100-101 ; G. 97-98). ' This is an ancientiladian political
maxim.

100 (B. 102 ; G. 99).
101-103 (3. 103-105 ; G. 100-102). ' This name occurs in Ram. and

Mbh. and in some Puranas, but none can be identified with Virüpakya
mentioned here, Sce Vidyalankar, JK. sub voce.

104-105 ( В. 106-107 ; G. 103-104).

106-109. (Bee MG., New York, 1936, pp. 16-17).
107: (B, 100 ; G. 106).

• THE NATYASASTRA [I. 100.

• Questioned thus by Brahman, Virüpakeal

vegale The the hige of the he vi at rain red which jong

of the Daityas.

of the Three Worlds (bhavanirtana).

'Hor Virupaken, B, reads
right union.

106. (B. 1U8; G. 105). ' A. K. Coomaraswany has freely translated
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sometimes laughter is found in it, sometimes fight, sometimes

love-making and sometimes killing [of people].

108-109. This teaches duty to those bent on doing their

duty, love to those who are eager for its fulflment, and it chastises
those who are ill-bred or unruly, promotes self-restraint in those
who are disciplined, gives courage to cowards, energy to heroic
persons, enlightens men of poor intellect and gives wisdom to the
learned'.

110. This gives diverson to kings, and firmness [of mind] to

persons afflicted with sorrow, and [hints of acquiring] money to

those who are for earning it, and it brings composure to persons
agitated in mind.

111-112. The drama as I have devised, is a mimicry of
actions and conducts of people, which is rich in various emotions,
and which depicts different situations. This will relate to actions
of men good, bad and indifierent, and will give courage, amuseinent
and happiness as well as counsel to them all.

113. The drama will thus be instructive" to all, through
actions and States (bhava) depicted in it, and through Sentiments,
arising out of it.

114-115. It will [also] give relief to unlucky persons who
are afflicted with sorrow and grief or (over]-work, and will be

conducive to observance of duty (dharma) as well as to fame, long

life, intellect and general good, and will educate people.

116. There is no wise maxim, no learning, no art or craft,no device, no action that is not found in the drama (natya).

108-109 (B. 110-111; (. 107-101). ' All these lay stress on the
educative nepret of dramatic performances.

110 (B. 112; 0. 109).

111-112 (B. 113-114; G. 110-111). 1. Aristotle also brings in 'ignita-

tion' to explain poetry and drama (Sce Poetics).
113 (B. 115 ; G. 112). ' See above 108-109 note.

117115 (3. 116-117 ; G. 113-114).
116 (В. 118 ; G. 115).

•I. 116]
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117-118. Hence I have devised the drama in which meet

all the departments of knowledge, different urts and various actions.

So, (0, Duityas) you should not have any anger towards the gods;

for a mimicry of the world with its Seven Divisions (sapla doipa)?
has been made a rule of, in the drama.

119. 1 Stories taken out of Vedic works as well as Semi-
• historical Tales (itihasa) [so embellished that they are] capable of
giving pleasure, is called drama (nalya).

120. 1 A mimicry of the exploits of gods, Açuras, kings as
well us house-holders in this world, is called drama.

121. And when human nature with its joys and sorrows, is

depicted by meuns of Representation through Gestures, and the like

(ic. Words, Costume, and Temperament or Salva) it is called

drama."

Offering Puja to the gods of the stago

122-123. The Brahnan said to all the gods, "Perform duly
in the playhouse a ceremony (usjana) with offerings, Homa,'
Mantras®, (sacred) plants, Japa?: and the offerings in it should

124. Thus this Veda (ic. this Natyaveda) will have a

117-118 (B. 119-120 ; G, 116). ' According to the Puranie geography
the world was divided into seven contineuts such as Jambu, Plaksa, Salmali,

subdivided into mine regions, and Bhãrata (India) is a region of the Jambu
continent.

119 (1231-1248; G. 119) ' B. readsone couplet more after tilis.

121 (B. 122b-1232 ; G. 118).

gods by throwing ghee into the consecrated fire.

a mantra-formula of prayer sacred to any deity.
' Japa-repeating a mantra or nuttering it many times;

THE NATYASASTRA [ 1. 117-

consist of eatables hurd as well as soft (bhojys and bhaksya*).

Kusa, Krañee, Saku and Puskara. Euch of they contineuts was further

120 (B. 121b-122a; G. 117) ' We read 120b as kitinukaranam loke
nityam etad bhavisyati, but R. G. differently.

122-123 (B. 1256-1277; (. 120-121). 'homa-offering oblations to
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happy adoration of the world. A dramatic spectacle (preksa?)

should not be held without offering Puja? to the stage.

125. Hc who will hold a dramatic spectacle without offering

the Puja, will find his knowledge (of the art] useless, and he will be

reborn as an animal of lower order (tigay-yoni).

126. Hence [producers of a play] should first of all offer hy

all means, Puja to the '[presiding) deity of the stage, which is

similar to the [Vedic] sacrifice.

who does not offer this Paia or does not cause it to be offered,
will sustain a loss.

128. He who will offer this Puja according to the rules and
the observed practice, will attain auspicious wealth and will [in the
end] go to heavens."

129. Then Brahman with other gods said to me, "Let it he
so, offer Paid to the stage."

which treats of the Origin of Drama.

pagi-worshipping a deity with flowers, sweet scent, incense,
music and offering of eatables.

33000

127. The actor (nurtaka) or his wealthy patron (arthupatz)

Here ends Chapter I of Bharata's Natyanstra,

124 (B.127b-1287; G.122) ' preku Pali pekkhis occuring in Sikkha
padas (e. 600 B. C.).

125 (301281-1296, G.123).

127 (B.130b-13 La, G.125)
126 (B.129b-130a, G.124).
128 (B131b-132a, G.126).

129 (1361326-133, (.127).

HE ASIATE SOCIE

CALCUTTA

13 SEP 1959



CHAPTER TWO

DESCRIPTION OF THE PLAYHOUSE

• Introduction

1-2 On hearing Bharata's words, the sages said, "O the holy
one, we would like the hear about the ceremony relating to the
stage.! And how are the men of future to offer Puja in the
playhonse or [to know about] the practices related to it, or its
accurate description?

3. As the proluction of a drama begins with the playhouse,
you should first of all give us its description."

The three types of the playhouse

4. On hearing these words of the siges, Bharat said,
"Listen, O sages, about the description of a playhonset and of the
Pala to be offered in this connexion.

5-6.1 Creations of gods [observed in houses and gardens?.

the auditorium as well as the spectators sitting there. So Kalidha writes :

hill suspected by Th. Bloch (Report of the Archacologienl Survey of
India, 1903-4, Pp.123 ff) to have boon the remains of a theatre, there is no

description of the plaghouse in the pement chapter we learn that it was
constructed with brick walls and wooden posts probably with as thatebed

Large open halls called nilmandir often found in front of more reerntly
built temples in Bengal and the neighbouring provinery may be
connected with the extinct playhouses. This mal-mandir or nilsilis
is often met with in the medieval Bengali literature.

gods has been given in the NS.

• This is the reason why no deseription of a playhouse suitable for the.

1-2 (B.G. same), ' ranga hore means 'the stage? It may also mean

3 (B.G. same)

# (B.G, same).!. Exerpt the cave (c. 200 R.:C.) in the Rumgarh

other evidenee of the existruce of a plaghouse in aeient India From the

bungalow seif The samgidasils (samgitainlis mentioned by Kalidan in
his Malavi. was posibly sonothing like a plashouse (nistyamandapa).

5-6 (B.G. same),'. Between the two homistichs of 5, B. ready one
more hemistich.
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are the outcome of their [mere] will but men's [creativel activity

should be carefully guided by rules [laid down in the Sastras],
Hence, listen about the method of building a playhouse and of the
manner of offering Puja at the site Lof its construction].

7-8. There are three types of playhouses devised by the
wise Visvakarman [the heavenly architecht] in the treatise on his

• The three sizes of the playhouse
8-11. Their sizes vary: they may be large (Westhe), middle-

sized (madhya) and small (avart). The length (lit. measurement)
of these [three types) fixed in terms of cubits as well as Dandas, is
one hundred and eiglit, sixtyfour or thirtytio. They? should
(respectively] have [sides] one hundred and eight, sixtyfour and
thirtytwo cubits or Dandas] long. The large playhouse is
meant for gods* ind the middle-sized one for kings, while for the
rest of people, has been prescribed the smallest [theatre].

8-11 (B.G. same). 1 Some are for identifying the oblong, the square
and tho triangular types respectivoly with the large, the middle-sized
and the small playhouse, but ag. vory rightly objects to this. He saja.

viet grin to Ag's view there will be the following nine types of playhouses :

medium square, (vi) medium triangular, (vii) small oblong, (viti) small
square and (si) small triangular. Kor a frer translation of the passages in
this chapter (8, 17, 19, 24-28, 33-35, 43-53, 63,68, 69-92) relating to the cons-
truction of the playhouse see D. R. Mankad, "Hindu Theatre" in IHQ.

* They s e. the large, the middle-sized and the small.
& As tho measurements deseribed are both in terms of cubits and

danudas (4 oubite), eighteen kinds of playhous will be available.
" A8 (I. p.51) think that by gock, kings and other peoples mentioned

in this passage characters in a play have been meant. But this view does not
soom to bo plausible. So the other view, mentioned by him, which takes
gods and kings ete. as spectators may be accepted.

*Aftor this, B, reade three couplets which go rightly between 20 ind24. Gt. also holds the same view.

-II. 11 ]

art (sastra). They are oblong (utersta), square (caturisru) and
triangular (tryasra).

7-8 (B.G. same).

(i) large oblong (ii) large square, (ili) large triangular, (iv) oblong (v)

VIL, 1938. pp. 482 ff.



The table of measurement

12-16. Listen now about the measurement of all these

theatres, which has been fixed by Visvakarman. Units of these

measurements* are: Anu, Raja, Bala, Liks, Yuki, Yava, Angula,

= 1 Raja
8 Rajas = 1 Bala
8 Balas

= 1 Angula
24 Angulas = 1 cubit

4 cubits

With the preceding table of measurement I shall deseribe
them (ir. the different classes of playhouses).

The playhouse for mortals

17. An [oblong) playhouse meant for mortals? should be
made sixtyfour cubits in length and thirtytwo cubits in breadth.

Disadvantage of i too big playhouse

18-19. No one should build a playhouse bigger than the
above; for a play [produced) in it (in a bigger house) will not he
properly expressive. For anything recited or uttered in too big a
playhouse will be losing cuphony due to enunciated syllables being
indistinet! (to spectators not sitting sufficiently elose to the stage].

20. [Besides this when the playhouse is very big, the ex-
pression in he face lot actors) on which rests the Representation

agine substantially with the one given in the Arthadistra of Kautilya (sce

17(13.20, (i. same). ' 1 medium oblong playhouse is meant here.
It is described in detail later on. See 33-38, 43-45, 63-65 below.

may not he considered genuine.

THE NATYASASTRA LII. 12-

cubit (last) and Danda.
8 Anus

= 1 Liksi
8 Liksas = 1 Yuka
8 Yükas = 1 Yava
8 Yavas

= 1 Dandi.

12-16 (B.15-19, G. same). The table of measurement giveu here

1FQ. VIII. I 482 footnote).

18-19 (13.21-22, Cr. same),' anabhivyakta varnatrud. B. reads
anshsasana-charmatrid. In spite of Ag's accoptance of this reading it
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of States and Sentiments, l will not be distinctly visible [to all the

spectators.

21. Hence it is desirable that playhouses should be of

medium size, so that the Recitatives as well as the songs in it, may

be more easily heard [by the spectators,.?
22-23. Creations of gods [observed) in houses and gardens

are the outcome of their (mere] will, while men are to make careful
efforts in their creations; hence men should not try to rival the
creation of gods.* I shall now describe the characteristics of a
(play] house suitable for human beings.

Selection of a suitable site

24. The expert [builder] should first of all examine a plot
of land and then proceed with a good resolve to masure the site
of the building.

25. A builder should creet a playhouse on the soil which
is plain, firm, hard', and black or white.

26. It should first of all be eleared and then scratched with
a plough, and then bones, pegs, potsherds in it as well as grass and

shrubs growing in it, are to be removed.

Measurement of the site

27i. The ground being cleared one should measure out
(the building site!

21 (B,24, G.21) ' After this B. G. road two more couplets.
22-23 (B. 27-28, G. 2425). ' That is, mortals (men) should not

build a playhouse of the biggest type which has been prescribed for gods.
24 (B. 29, G. 26).

: According to Ag. the second ca means 'or'

27a (B. 326, G. 290). "This hemistich is followed in B and at by
one couplet which in trans. is is follows: The esterisms, Uttaraphalguni

aro favourable in conuction with drama.

-II. 27 ]

20 (B.24, (.21). 'rigo bhivas li-rasis rayal.

26 B.30, G.27). ' Ag. think: kalhin means anari (= fertile).

26 (B. 31, G. 28).

(Beta-Leonis), Uttarsichi (Ts-Sagillaris, Littarobhadrapadi (Andro
medœ), Migsiras (Lambda-Orionis), Visükhii (Tota-Labra), Revati /Pis-
0271), Hastü (Corvi), Tisya (Della-Concri) and Anurädha (Delta-Scorps)
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37-28. Under the asterism Pusya (Concri) he should spread
[for measurement] a piece of white string which may be made of
cotton, wool, Munja grass or bark of some tree.

Taking up the string

28-31. Wise people should prepare for this purpose a string
which is not liable to break. When the string is broken into two
[picces] the patron [of the dramatic spectacle] will surely die.
When it is broken into three a political disorder will occur in the
land, and it being broken into four pièces the master of the
dramatie art" will perish, while if the string slips out of the hand
some other kind of loss will be the result. Hence it is desired
that the string should always betaken and held with (great] care.
Besides this the measurement of ground for the playhouse should
be carefully made.

32-33. And at i favourable moment which occurs in i

the auspicious day declared atter the Brahmins have been satisfied
[with gifts) Then he should spread the string after sprinkling on
it the propitiating water."

The ground plan of the playhouse

33-35. Afterwards he should measure a plot of land sixty-
four cubits (long] and divide the same (lengthwise] into two

The part which will be behind him (ic. at his back)
will have to be divided again into two equal halves. Of these

halves one (behind him should he again clivided equally into tivo

parts, uns of which will he made the sage (rania-dirsa) and
the part at back the tiring room impally.

3 karand- a half of a lonar day, see below 1i-15 note.

53-33 13. 396-41a, (7. 36-37), 'See 17 above and the note I on it.

THE NATYASASTRA

(happy) Tithi' during its good part (sucktrune)? he should got

[equal| parts.

-_.
27-28 (3. 336-346, G. 30b-314).

28-31 (B. 34b-37, (7. 31b-34). ' suiminal - prekspatch. Ag.3 prayoktro= nut yuciryasya. (Ag.)

32-33 (13. 33-39a, G. 35), 'tithi-a luna day.
3G. umits 338.
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The ceremony of laying the foundation

35-37. Having divided the plot of land according to rules

laid down before, he should lay in it the foundation of the play-
house. And during this ceremony (of laying the foundation all
the musical instruments such as, conchshell, Dundubhi', Mrdanga",
and Panava® should be sounded:

37-38. And from the places for the ceremony, undesirable
persons such as heretics, including Sramanas, men in dark red

(larava 3 robes as well is men with physicil defects, should beturned out.
38-39. • At night, ofterings should be made in all the ten

direction» (to various gods guarding them) andthese offerings
should consist of sweet scent, flowers, fruits and etables of various
other kinds.

39-41. The food-stuff offered in the four (cardinal) diree-
tions cast, west, south and north, should respectively be of white,
blue, yellow and red colour. Offerings preceded by [the muttering.

a midanga-a kind of earthen drum.
3 panava-a small drum or tabor.

37-38 (B.43b-442, G.40). 'pasando - This word has a very curious

history. Derived 'assembly' or

form basada with spontancous masalization of the second vowel gave rise .

basis of Skt. psamla in the sen of heretic'. It may be mentioned here
that in Afokan Pkt. the word meant simply a 'community' and not a 'hereti-
sal community'. One of the very early inlications of disfavour to heretics
is to be found in the fourth book (ch. 18) of the Visnu P. See Winternitz,

2 Bo reads tramina, but G. dramana, the word means Jain monks.

people being Buddhist monks who accepted the vow of celebacy, were
considered an evil omen, for they symbolised unproductivity aud want of

39-41 (B. 45b-477, G42-43)

-II. 41 ]

35-37 (13.41b-43a, G.38-49). 'dundubhi -a kind of drum.

originaly from parsada (mcaning
'community') its Pkt from was spassada or passala or pusala. The

to Asokan pasamda (Seventh Pillar Pict, Delhi-Topra, which is the

Vol. 1. p. 551.

See NS. XVII. 36 note 2.

" Resiya-vasana-mon in keyig or robe of dark red colour; such

wordly suecess etc. Sec also NS. XVIII, 36 note 2.
38-39 (B.440-458, G.41)



of] Mantras should be made in [all the ten] difterent directions to

deities presiding over them.

• 41-42, At [the time of laying) the foundation ghee' and

Payasa" should be offered to Brahmins, Madhuparka" to the king,
and rive with molasses (vila) to masters Lof dramatic art).

42-43. The foundation should be lad during the auspicious
part of a happy Tithi under the asterism Mula (Lamina Scorpionis).

Raising pillars of the playhouse

43-45. After it has been laid, walls should be built and
these having been completed, pillars within the playhouse should be
raised in an [auspicious Tithi and Kuana which are under i goal
asterism. This [raising el pillars] ought to be made under the

considered aúspicious for the purpose.

45-46. The master (of dramatic art), aftor he has fasted for
three [days and) nights, is to raise the pillars in an auspicious
moment at dawn.

"toyasa-rice cooked in milk with sugar. It is a kind of rice-
porridge.

too be made to an honourable person in Vedic times, and this custom still
lingers in cormonies like marriage. Its ingredients aro five: curd (dadhi)

are counted from the serone half of the tirst day of the sukle-pakse (bright
half of the moon to the first half of the fourteenth day of thekesue-baked
(dark half of the moon). They occur cight times in a month. The remain-
ing karanas occur in the remaining duration of tithis and appear only

24 THE NATYASASTRA [11. 41

asterism Rohini (Adlebrian) or Saving (Aguille) (which are

1) -42 (B.17)-48a Cr.44), 'ghee-clarified butter.

" madhuparka-'a misture of houey'; a respectful olfering preseriled

ghere (sarpis), water (jala), hones (kraudra) and white sugar (silut.

42-48 (3.48b-19:1, (r.45).

13-15 (13.496-51a, G.15-47). 'karana-half of the lunar day
(tithi). They are eleven in number viz.-(D) vava, (2) tilara,
(3) kaulava, (1) taitila, (5) gara, (6) ranija, (7) misti, (8) sakuni,
(9) catspada, (10) nuça and (11) kinghna, and of these the first seven

one in a month. See Suryasiddhanta-- II. 67-68.
45-46 (13.51b-522, G.48).
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46-50. "In the beginning, the ceremony in connexion with

the Brahmin pillar should be performed with completely white,?
articles purified with ghee and mustard seed, and in this ceremony
Payasa should be distributed [to Brahmins. In case of the
Katriya pillar, the ceremony should be performed with cloth,
garland and unguent which should all be of red colour, and during

the ceremony rice mixed with molasses (gud) should be given to

the, twice-born caste. The Vaisyn pillar should be raised in the nortl-
western direction of the playhouse and [at the ceremony of its

raising] completely yellow* articles should be used and Brahmins

should be given rice with gher. And in case of the Sudra pillar,
which is to be raised in the north-eastern direction, articles used in
offering should all be of blues colour, and the twice-sorn caste
should be fed with Arsara.

50-53. First of all, in case of the Brahmin pillar, white
garlands and unguent as well as gold from an ear-ornament should
be thrown at its foot, while copper, silver and iron are respectively
to be thrown at the feet of the Katriya, Vaisya and Aüdra pillars.
Besides this, gold should he thrown at the feet of the rest lof
pillars].

53-54. The placing of pillars should be preceded by the
display of garlands of green leaves Lof mango trees around them,,
and the utterance of 'Let it he well' (srasti) and Let this be an

54-57. After pleasing the Bralmins with considerable
(analon) gift of jewels, cows and cloths, pillars should be raised

16-50 (B.526-562, G.50-53). 'before 46, G. reads on the strength

she tradition that the pillars should be considered as wooden.

3 white symbol of purity and learning, associated with the Brahmins.
" red-symbol of energy and strength, associated with the Kgatriyas.
yellow symbol of wealth (gold ussociated with the Vaisyas.

* blue symbol of non-Aryan origin associated with the Südras.

-II, 57 1

auspicious day' (minaha).

of a single me. one couplet na follows art a way am ard aifera ei
vare anna ca at sigh ural This interpolation seems to record

30-58 (B.66b-68,f.5156).
53-54 (3,591-602, G.57 •



[in such a manner that) they do neither move nor shake nor turn
round." Evil consequences that may follow in connexion with
the raising of pillars, are as follows: when a pillar lafter it has been
fixed moves drought comes, when it turns round fear of death

occurs, and when it shakes, fear from an enemy state appears.

Hence ene should raise a pillar free from these eventualities.

58-60. In case of the holy Brahmin pillar, a cow should
be given as fee (daisina) and in case of the rest [of the pillers]
builders should have a frast. And fin this feast foodstuff)
purifed with Mantra should he given by the wise master of the

and salt.

60-63. After all there rules have been put into practice
and all the musical instruments have been sounded, one should

raise the pillars with the muttering over them of a suitable Mantra
[which is as follows]: "Just as the mount of Mere is unmoved
and the Himalaya is very strong, so be thou unmoveable and
bring victory to the king. This the experts should build up
pillars, doors, walls and the tiring room, according to rules.

03-65. On leach| side of the stage (rangapith) should be
built the Mattavarani? and this should be furnished with four
pillars and should he equal in length to the stage (impilla)

is supposed to read acalitam he interprote it correetly is calayi-

58-60 (3, 44-66a, G. 61b-63). 'This kind of payment is probably a
relic of the time when there was no metallic currency.

a few spices).

seem to occur in any Skt. dictionary. There is however a word mattarurana
meoning a turret or small room on the top of a large building, a veranda,.

28 THE NATYASASTRA [II. 57.

dramatic art (watyaran. Then he should be fed with Kisa?

The Mattavarani

54-57 13.56b-63, G.58-61a), ' avalitam (B. acalitan) -Though 1g.

kilyedin» parivarttanam yasya karaniyam na bhavati (I. p.6(0.

3 kisari is made of milk, sesanum (lila; and rice. Compars this
word with NIA. khicade or khil (rice and peas boiled togother with

60-63 (13. 66b-6202, (r 6-1-06)

63-65 (B.69b-7la, G.67-68)matta-visrani-The word don not

a pavilion'. In Ksirasvamin's commentary to the Amarakna, matta-
verana has been explained as follows: nattilambopisrayal syst pragrico
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and its plinth should be a cubit and a half high?. And the
plinth of the auditorium (rangamandala)? should be equal in

65-67. A the time of building them (the two Mattavaranis)
garlands, 'incense, sweet scent, cloths of different colours as

And to ensure the good condition of the pillars, one should

put a piece of iron below them, and Brahmins should be given

food including Klara. The Mattavarinis should be built up

after observing all these rules.

The stage

68. Then one should construct the stage (rangaptha)?

maltazrani may be tentatively taken in the sense of 'a side-room.'
Ago aromato have no clear idea about it. On this he (1. pp. 6465) says:

Acharya Allahabad, 1927) does not give us any light on this term.
* According to a view expressed in the Ag. (I. p. 62) the plinth of the

marlavirant is a cubit and a half higher than that of the stage parataisa

torium is also to be of ths sane height as that of the matlavarani. But
nothing has bren said about the height of the plinth of the tiring room.
Vrom the use of terms like raiguratarand (descending into the stage) it
would appear that the plintl of the tiring room too, was higher than the

stage.Weber however considered that the stage was higher. Indische

is the correct reading.

68 (B,74, G.716-721). ' Some scholars following Ag, are in favour
of taking und raigapithe raigadir as two different parts of the play.

-II, 68]

height to that of the two [Mattavaranis].

well as offerings agrceable to [Bliütas) should be offered [to them).

mattruaranal. (sep Oka's rd. p. 50). This is however not clear.Malla-
curanayor varandaka mentioned in Subandh's Vasavadatta (ed. Jivananda.

the word ably owed with this ord. Sir ma in entries
This also does not give any clear

idea about matlaaaa or mallarirayayor carandaka. But the word

Hafarteem fralaufiram. A Dictionary of Hindu Architecture, by (P. K

�Ta: mif Anner. The plinth of the audi-

Studien XIV. p. 225 Krith, Skt. Drama, p. 360. ef. Lévi, Théâtre indicu,

1.374, іі. 62.

& B. reads rairpamandapam instead of raigamandalam (G) which

65-67 (B.716-73, 69-71a)

house (soc D.R. Mankad, "Hindu Theatra" in IHQ VIII. 1832, pp. 480 f.
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after due performance of all the acts prescribed by rules, and the

stage (ranundusa) should include six pieces of wood.

69-71. The tiring room (nepathya) should be furnished
with two doors. In filling up [the ground marked for the stage)
the black earth should be used with great care. This earth is to
be made free from stone chips, gravel and grass by the use of
a plough to which we to be yoked two white draught animale.
Those who will do [the ploughing) work should be free from
physical defects of all kinds. And the carth should be carried

in new baskets by persons free from defective limbs.

72-74. Thus one should carefully construct the plinth of

a tortoise or that of it fish. For a stage (ranyapiller) the ground
which isas level as the surface of a mirror, is commendable.
Jewels and preciousstones should be laid underneath this
(rungasi se) by expert builders. Diamond is to be put in the
cast, lapis luzuli in the south, quartz in the west and coral in
the north, and in the centre gold

Decorative work in the stage

0-30. The plinth of the stige having been constructed
thus, one should start the wood-work which in based on a carefully

and IX. 1933-pp. 973 ff.; V. Raghavan, "Theatre Architecture in Ancient

1933. pp. -991 ff. I am anahloto agree with them. For my arguments

69-71 (13.75-77, (7. 72)-754). ' On this point the Hindu Theatre has

interpretition of the parnge will lead us to unncessary difficulty.

TEE NATYASASTRA [ II. 68+

the stage (rangasirs)!. It must not be [convex] like the back of

thought out (aha-pratyune-samyuit)" (plan), with many artistic

'India" Triveni IV-VI, (1931, 1933) also "Hindu Theatre", 1HQ. IX.

on this print ser The Hindu Thratre" in HIQ. IX. 1933 pp. 591 ff.
and "The Ns and the Abhinavablarati' in IHQ. X. 1934 pp. 161 ff.

& similarity with the Chinese Burntre. (Sre A.K. Coomsraswamy "Hindu
Theatre" in 1lI(2. IN. 1933. p. 594).

72-74 (B. 78-80, (7.75b-784). ' Ser note I ou 68. It raisgasirea and
raingapalha are takmn to mim two different parta of the playhouse the

75-81 (B.80-86a, C.78b-83), '¡he and pralyuba may also be
taken as tiro architectural terms (see As. I, p. 63).



DESCRIPTION OF THE PLAYHOU SE 29

pieces such as decorative designs, carved figures of elephants,

tigers and snakes. Many wooden statues also should be set
up there, and this wood-work [should] include Niryühas?,
variously placed mechanized latticed windows, rows (charani)
of good seats, numerous dove-cots and pillars raised in different
parts of the floors. And the wood-work having been finished,
the builders should set out to finish the walls. No pillar, bracket*,
window, corner or door should face a door®.

80-92. The playhouse should be made like a mountain
cavern and it should have two floors? [on two different levels]
and small windows; And it should be free from wind and should
have good acoustic quality. For [in such a playhouse] made
free frum the interference of wind, voice of actors and singers as

a nirgaha is evidently an architectural term but it does not seem to
have been explained clearly in any extant work. Ag's explanation does not
give us any light.

& In the absence of a more detailed description of the different parts
of the wood-work, it is not possible to have a clear idea of them. Hence
our knowledge of the passage remains incomplete till such a description is
available in some authentic work.

80-82 (B. 86b, 89a, G. 84-85). ' The pillars of the playhouse being
of wood, the roof was in all probability thatched and in the form of a
pyramid with four sides. Probably that was to give it the semblance
of a mountnin cavern.

* The two floors mentioned here seem to refer to fluors of "different
heights which the auditorium, matlavorani and the stage had Sce 63-65
above and note 2 ou it. According to some old commentators duirbhumi
indicated a two-storied playhouse while othere were agaiust such a sugge

�II. 82]

"nigadanta means '& bracket'. The word occurs in Vatsyayana's
Kamasiitra, nagadantovasakta vina (I. 5.4)

"On this passage Ag. 1. 64 s
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sound of musical instruments" will be distinctlywell as the

heard*.
82-85. The construction of wulls being finished, they should

be plastered and carefully white-washed. After they have been
smeared [with plaster and limel, made perfectly elean and
beautifully plain, painting should be executed on them. In this
painting should be depicted creepers, men, women, and their
amorous exploits. Thus the architect should construct a play-

Description of a square playhouse

86-92. Now I shall speak of the charcteristies of that of
the square (ratasia) type. A plot of land, thirtytwo cubits in
length and breadth, is to be measured out in an auspicions moment,
and on it the playhouse shoukd be erected by experts in dramati

Rules. definitions and propitiatory ceremonies mentioned
before fin case of a playhouse ofthe oblong type) will also
apply in care of that of the square type. It should be mate
perfeetly square and disided into requisite parts? hy holding
the string lot measurement, and its outer walls should be made
with strong bricks very thickly set together. And inside the
stage and in proper direction. (the architect] should raise ten

3 kulapa-This word is explained by Ag. differently in different

he say 514: 992-1104824 998: and this latter vie sooms to have been
repeated in 1. 2. 214. The irst view sons to give the correet interpretation.

* Alter 13.87 3. roprats 19 (B22) unnecessarily.

to self-indule nee or enjoym nt of the self. Compare with this description
the decorative paintings in the Ajanta caver.

or coras.

'The exact nature of this division in not clear from the pussage.
The view expressed by Ag. (J.p. 66) on this point dors not arom to br

convincing.

THE NATYASASTRA [ II. 82-

house of the oblong (rilizile) type.

art.

parte ot his comm. Once (1. 1. 73) he says grafafa agraurensti and next
time too (1. 1 loti) he saya agfirmaid gui, but in another place (I. p. 65)

82-85 (B.89b-92, 1.86-292), 'ilmabhogajam literally means due

86-42 (3. 93-992, (7. 891-95), 'caturasta gives rise to NIA. carras
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pillars& capable of supporting the roof. Outside the pillars,
seats should be constructed in the form of a staircase by means
of bricks and wood, for the accommodation of the spectators.
Successive rows of seats should be made one cubit higher than
those preceding them, and the lowest row of seats being one cubit
higher than the floor Andall these seats should overlook the
stage.

• 92.95. In the interior of the playhouse six more strong
pillus capable of supporting the roof should be rised in suitable
positions and with [proper] ceremonies (ie. with those mentioned
before).' And in addition to there, eight more pillars should be
mised by their side. Then alter mising Ifor the stage or

raised to support the roof of the playhouse. These (pillars) should
he lixed to the roof by proper fa toners, and be decorated with

95-100. After all these have been made, one should care-
fully construct the tiring room (repathyn). It should have one
door leading to the stage through which persons should enter with
their face towards [the spectators] There should also be a second
door facing the auditorium (rany). The stage lof the square
playhouse should be right cubits in length and in breadth.
It should be furnished with an elevated plinth with plain
surface, and its Mattavarni should be made according to the
mensurement prescribed before fir. in ease of the oblong type of

3 The position of these ton pillars and others montioned afterwards
is not clear from the test. Whatever is written on this point in Ag's
commentary is equally difficult to understand. Those who are interested
in the alleged view of Ag. may be roterred to articles of D. R. Mankad

Coomaswamy, The Women and tree or salabha jika in Indian literature

95-100 (B.1026-107 G.99-104). Both the rides are racant. There

slould be two mattavoranis as in the ease of an oblong medium,(rikista-madhya) playhouse described before (17, 32-35).

-II. 100 ]

miapitha, a plinth eight cubit L-quare, more] pillars should he

ligurines of roman-with-a-free' (alastri salubhanjika).

and V. Raghavan (loc. cit.).
92-95 (B.996-102a, G.96-98). sulastri= sula-bhanjikis (ic A. K.

in Acto Oriontalia, vol. VIl. also ef. this author's Takeas, l'art Il. p. 11.)
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playhouse). The Mattavarani should be made with four pillars
by the sides of the plinth [mentioned abovel. The stage
should be either more elevated than this plinth or equal to it
in height. In case of a playhouse of the oblong (marts) type,
it should be higher than the stage, whereas in a playhouse
of the square type it should have a height equal to that of the
stage. These are the rules according to which a square type play-
house is to be built.

Description of a triangular playhouse

101-104. Now I shall speak nhout the characteristics of the

house with three corners should he bullt, and the stage (ranga pitha
in it also should be made triangular. In one corner of the
playhouse there should be a door, and a second door should be
made it the back of the stage (annatha. Rules regarding
walls and pillars? which hold good in ease of a playhouse of the
square type, will be applicable in case of the triangular type?. These
are the rules according to which ditterent types of playhouses
are to be constructed by the learned. Next I shall describe
to you the (propitiatory) Puja in this connexion.

which treats of the Characteristies of a Playhouse.

101-104 (B.108-111, (.104h-108). ' It is not elear how the triangular
playhouse will have pillars like those of other types.

¿ No mallavirani has been prescribed in case of the triangular

THE NATYASASTRA

trinngular (tyase) type of playhouse. By the huilders, a play-

Here ends Chapter IT of Bharda's Natyasistr

playhous:.



CHAPTER THREE

PUJA TO THE GODS OF THE STAGE

Consecration of the playhouse
1-8. In the auspicious playhouse constructed with all the

characteristics [mentioned obove] cows, and Brahmins muttering

[proper Mantras] should be made to dwell for a week. Then the

master of the dramatic art who has been initiated [for the purpose]

and has put on new cloths, fasted for three days, lived away from

his bed-room flit. the dwelling house), has kept his senses under

control and has [thus) become purified, will besprinkle his limbs

with water over which purificatory Mantras have been muttered,

ind consecrate the playhouse. This [consecration] should take

place after he has made obeisance to the great god Riva the lord
of all the regions, Brahman who sprung from the lotus, Brahaspati

Guardians of all directions, Aévins, Mitra, Agni, and other gods, such

Yama®, Weapons of Vignu", the Lord of the Nagas (Serpents), the
Lord of the birds (Garuda), Thunderbolt, Lightning, Seas, Gan-

be met with in any other work. They may be taken as deities ruling
specially over the four varnas of people.

' Kala-There are soveral legendary heroes (gods, eages and Asuras)

of this name, see Vidyalankar, JK. sub voce.

• Kali-There are many legendary heroes of this name, see JK.

• See note 5 below.

• Weapons of Visnu appear as deities in the Aot I of Bhasa's Bala.

•nat yakumari- Such goddesses are possibly mentioned nowhere else.

'mahagrimani-The great leader of Ganas. It is very difficult

the preceptor of the gode, Vignu, Kartikeya, Sarasvati, Lakeml,
Siddhi, Medha, omptl, Mati, Candra (aloon), Surya (Sun), Winds

as Rudra, Varnas,', Kala? Kali®, Yama, Niyati, the Sceptre of

charvas, Apsarasas, Sages, Natya-maids®, Mahagramani (the great
leader of Ganas)?, Yaksas, Guhyakas® and the hosts of Bhütas.

1-8 (B.1-7, 9, G.1-7, 9), ' varnas No gods called varmas are to

sub 0068.

to accept Ag's identification of mahagramani with Ganapati (mahagra-

manir sonapatin). For in 58 below, oceurs the term mahigancivara



$-10. Having made obeisance to these, and other divine

sages (devarsi), he should with folded palms inroke all the gods to

their respective positions, and say, "Ye, holy ones, should take us

under your protection during the night, and ye with your followers

should offer us assistance in this dramatic performance".

Offering Puja to the Jarjara

11-13. Having worshipped [thus) all the gods as well as

all the musical instruments (cutapn)" he should offer Puja to the

Jarjara? for attaining good success at the performance [and pray

to it as follows]. "Thou art Indra's weapon killing all the

demons; thou hast been fashioned hy all the gods,, and thou art

capable of destroying all the obstacles; bring victory to the king

and defeat to his enemies, welfare to cows and Brahmins and

progress to dramatic undertaking,"

11-15. After proceeding thus according to rules and staying
in the playhouse for the night, he (the master of the dramatic art)

(in the pluralnumber) indicating the different leaders di Ganas who

followed Siva. Oue of such Iraders has been mentioned there as Nandisvara

(Nandin). Besides this the term Ganeta (tlie Irador of Ganas) has also

been applied to Siva in 47 below. In deseribing pindiba, dhas the pindi

too showsthat ganesoara, grimani or mahagriman meant simply the

leader, one ofthe leaders or the great leader of Ganag. The fulls

developed Ganapati seems to be non-existent at the time when the NS. was

composed. Our suspicion in the matter serms to be corroborated by

the variant talhis grimadhi-deralis recorded in the ms tha of B. for

mahagrimanyam. Ganapati serms to be a late entrant into the Hindu
pantheun. He is not mentioned in any one of the old Puranas. Only the

• See above..

11-13 (3.12-14, G.12-14). ' Soo below 72-3 note 3. The reading
sampraguja in all editions and mas. seems to bo wrong. It should br

? Sec 73-81 below.

THE NATYASASTRA [ 111. 9.

of Ganesvara las been named as dakayajia-vimardini (N$. IV. 260). Thie

Varaha, Vamana and Bralma-vaivarta P. which are very late know
the deity (Winternitz, Vol. 1. pp. 566-568, 573, Vidyalankar, JK. sub voce).

•Kalidasa makes nn distinction between Yaksas and Cruhynkas,
See Meghaduta 1 and 5.

9-10 (B.10-11, G.10-11).

emended as samprapujya.

1615 (8.15-16, (7.15-16).



PUJA TO THE GODS OF THE STAGE

should begin Puja as soon as it is morning. This Puja connected

with the stage should take place under the asterism Ardra (Alpha-

• 16. The stage should be illuminated and the Puja of the
gods in its connexion should be performed by the master of the
dramatic art (acarya) after he has purified his body, concentrated
his mind [to these acts] and initiated himself [to the Puja].

• Installation of the gods

17. During the concluding moments of the day, which are
considered to be hard and full of evils, and are presided over ly
Bhutas, one should perform Acamana and cause the gods to be
installed.

18. [Along with these gods] should be [taken] red thread-
bangle (prativara)", the best kind of red sandal, red flowers and red
fruits. [With these and articles such as barley, white mustard,

the gods should be installed.

The Mandala for installing the gods

20. In this ceremony one should draw in proper place a
Mandala' according to the manner preseribed.

21. This mandala should be sixteen Talas (hasta) square
and it should have doors on all its four sides.

sipping water from the palm of the hand.

' See the dingram 1.

•III. 81]

Orionis) or Magha (Regulus) or Yamya (Musca) or Pürvaphalguni

(Delta-Leonis) or Pürvagadha (Delta-Sagittari) or Pürvabhadra-

pada (11pha-Pegasi) or Aslesã (Hydrae) or Mula (Lambda-

Scorpionis).

sunned rice, Nagapuspa? powder and husked saffron (priyangu)",

16 (B.17, G.17).
17 (B.18, G.18). 'acamana ceremonil rinsing of the mouth by

18-20 (B.19-21n. G.19-21n).
"pralisarò- sutra-vinirmita granthi-mantah kaikanaziscsah, Ag.

(1. p. 74).
= nagapripo= the campaka tree (Apte), but Ag. sare nagapuipam

nägadaniah.

"priyangu= suffron, and not the fruit of the priyangu creeper.
20 (B.21b-G. 21b).

81 (B,28-022). 'hasto in this presage in to be interpréted ai
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22. In its middle should be drawn two lines vertically and

horizontally (ie. parallel to the sides), and in the apartments made
by tbese lines, should be installed the different gods.

23-30. In the middle of this (mandula), should be put
Brahman who has lotus as his seat?. Then one should first of all
put in the en-t Siva with his host of Bhutas, Narayana (Vignu),
Indra, Skanda (Kartikeya), Sürya, Aévins, Candra, Sarasvatt,
Iaksmi, Sraddha und Medha, in the south-east Agni, Sväha,
Visvedevas, Gandharvas, Rudras and Rsis, in thesouth Yama,
Mitra with his followers, Pitrs, Pisacas, Uragas and Guhyakas,
in the south-west the Raksasas and all the Bhütas, in the west the
Seas and Varuna, in the north-west the Seven Winds? and
Garuda with other hirds, in the north Kuvera, Mothers of the
Natya, Yaksas with their followers, in the north-east leadere of
Ganas such as Nandin, Brahmarsis and the host of Bhütas in their
proper places.

31. And [in the eastern] pillar should be placed Sanat-
kumara'. in the southern one Daksi", in the northern one
Gramani (lit, leader of Ginas)& and in the western one Skanda
(Kartikeya).

32. According to this rule all the gods in their (proper)
form and colour should be placed in their respective positions.

hasta-laia or tale ie. the interval between the tips of the thumb and the

midal-inger stretehe in opposite tin
SR. VII. 1046. Otherwise it will bo im

possible ti accomodati tie mandala on. the stage which is eight cubits

wide (Sce NS. II. 33-35). Thie ancient commentatore like Sankuka and

others pointed out how absurd it would be take hasto in the passage

iu the sense of cubit. (sce Ag. I. p. 75). 22 (B.23. G.23).

23 30 (B.24-31, (.24-31). ' According to Ag. a lotus is to be

described in the centre of mandali. "For the soven winds see the
Vamana P. (sce Vidyalankur, JK, sub voce).

31 (B.32, G.32). ' Sanatkumära-oue of the great tris, and a son
of Brahman.

3.Dakga oue of the lords of the creation (prajüpati), son of Pra-

cetas. There wore uthor Dakjas besiden. Sr Vidylanker, JK. sab voce."Sne above 1-8 untr 7.
32 (13.35, 0.88).
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Offering Puja to the gods

33. After they have been installed with regular ceremony
in suitable places they should be worshipped in i fitting manner.

34. Gods [in general] should be given white garlands and
unguents, while Gandharvas, Agni and Sürya should be given gar-

lands and unguents of red? colour.

• 35. After being treated [thus) in due order and manner

they should be worshipped according to rules with suitable offerings.

36-39. {Offerings suitable to different gods and goddesses

like Siva, Visnu, and Indra sweetmeats. Agni rice cooked with

Gandharvas and sages honey and Payasa, Yama and Mitra cakes

of Bhutas rice cooked with meat, wines of different kinds and grams
covered with thick milk.

Consecration of the Mattavarani

40-44 Similar shall be the rules regarding the Pujä in

connexion with the Mattavarani. [Offerings to be made to different
gods and denigous are as follows] : Riksasas half-cooked meat,
Danavas wine and meat, the remaining gods cake and Utkarika® and
boiled rice, gods of seas and rivers fish and cakes, Varuna ghee and
Payasa, Snges various roots and fruits, the wind god and birds
different edible stuff (lit, bhalisyn and bhoiyu), Mothers® of the

34 (B.95, G7.35). ' 'Whiu' hore seems to be the symbol of purity
and good grace..

a 'Rod' here seems to bo the symbol of encray.

36-39. (B. 37-40, G. 87-40).
note 3.

we as follows] : Brahman Madhuparkz', Sarasvati Payasa?, gods

ghee, Candra and Sürya rice cooked with molasses, Viévedevas,

and sweetmeats, Pitrs, Pisacas and Urgas ghee and milk, host

88 (B. 34, G7.34).

35. (13. 35, G.38).

'madhuparka see above Il. 41-48.

¿ payasa 800 abovo II. 41-42 nute.
10-44. (B.Al 45, G.41-45). ' Ser rbove.
"atkarikà s kind of aweetment.
•Then godlessen seen to have been innored by the Puraune
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Natya, and Kuver with his followers eatables including cakes, and

15. These different kinds of foodstuffs should be offered
tu them and the Mantras to be uttered at the time of making
offering to different gods will be as follows : -

46. (The Mantra for Brahman), O the god of gods, the

+7. (For Siva) O the god of gods, the great god, the lord
of Ganas" and the killer of Tripura, accept this my etc.

the gods, with unrestrained movement, accept this my etc.

AY. (For Indra), O Purandard, the lord of gods, the thunder
hearer: the maker of the hundred exploits, accept this my etc.

50. (For Skanda), U Skanda the leader of the celestial
army, the blessed one. the dear son of siva, l the six-mouthed
one, accept this my ete

ol. (for Sarasvatii, O the goddess of the gods, the very
blessed one, the dear wite of Hari, accept this my etc.

Lakami, Siddhi, idati and Medha, ye who are honoured by all the
worlds, accept this my ete.

53. (For Maruta) U Maruta, you who know the might
ut all the creatures and are the life of all the world, accept this

lipik. The word sens to be connected with the NIA. Luci, loci,

47 / 8.51. 61.48. 'It should be marked here that siva has been
called Ganesvara, i tern applied in later times to Ganapati only.

THE NATYASASTRA

Locikas*.

wot lody the die lots on ore they a i ate lof the

18. (For Visnu), O Narayana, Padmanäbha, the best of

52 (For goddesses Laksmi, Siddhi, Mati, Medha) ()

lay etc.

ot. For Raksusas) O the great Kaksasas, the great-souled.......
• locikie-This las been read in iss as locili, topila, lepilco,

from alocic, alociki.
45 (B.46, (-46) 36 (B3.47, Gt.17).

18 (8.50, (7.49). 49 (B.48, G.50). 50 (B.49, Q.31).
51 1B.53, 0.52). 52 (P.53, G.551 58 (13,56, G.68),
56(18,54,, G.54).
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ones, the sons of Pulastya, born of different causes, accept thie

my etc.

55. (For Agni) O Agni, the mouth of the gods, the beet of

the gods, the smoke-bannered one, the cater of things offered in

sacrifice, accept this my offering given with love.

56. (For Candra) O Soma, the lord of all the planets, the

king of the twice-born ones, the favourite of the world, accept

this my etc.

57. (For Surya) O the maker of day, the mass of heat, the

best among the planets, accept this my ete.

58. (For lords of Ganas such as, Nandi-vara) O the great

this my etc.
50. (For Pitrs) I bow to all the Pitis, do ye accept my

offering. (For Bhutas) I always bow toall the Bhutas who may
have a liking for oferings?.

to whom this offering is made.

hest offering.

61-62. (For Yama and Mitra) O Yama and Mitra, the
gods who are adored by all the worlds. accept this my ete.

62-63. (For Nagas) I bow to all the Pannagas in the
nether region, who are devourers of wind, give me success in
dramatic procluction after I have worshipped you.

• 63-64. (For Varuna) O Varuna, you who are the lord of all
waters and haye the swan as your mount, be pleased along with the
seas and rivers, after I have worshipped you all.

bering it.

-11. 691 $9

Jord of Ganas. among whon Nandivara is the foremost, accept

60a. (For Kamapala) O Kamapala, I always bow to thee

60-61. (For Gandharvas) O Gandharvas, amongst whom
Narada, 'Tumburu and Vifvavasu are the foremost, accept this my

55 (B.57, G.56). 56 (B.58, G.57).
57 (B.59, G 68). 58 (G.60, B.59).
59 (B.61, G.80a). 'G. puts one hemistich atter 6ua without num-

60a (B.628, G.63b). 60-61 (B.62b-6327, G.61).
61-62 (B.68b-849, G.62). 82-63 (B. 64b-65a, G.68).
63-84 (B.65b-65a, G.64).



64-65. (For Garuda) O the son of Vinata, the high-souled

one, the lord, the king of all the birds, accept this my etc.

6+-66. (For Kuvera) O the superintendent of [all] wealth,

the king of Yaksas, the guardian of the world, the lord of riches, ye

along with Guhyakas and Yaksas accept this my etc.

66-67. (For mothers of the Natya) O mothers of the

Natya such as Brähmi and others, ye be happy and pleased to

accept my offering.

17-18. (For others) O weapons of Rudra, ye accept my

offerings. O weapons of Visnu, ye too accept [things given by

me] out of devotion for Visnu.

68-69. O Yama, the Fate, the dispenser of death to all
creatures and the end of all actions, accept my offeringa,

69-70. Ye other gods who are occupying the Mattavaral,
accept this my etc.

70-71. To all other gods and Gandharvas too who occupy
the heavens, the earth, the middle region and the ten directions,
these offerings are made (lit. let these be accepted by them).

71-72. Then a [eartben] jar full of water with a garland
of leaves in its front, should he placed in the middle of the stage,
and a piece of gold should be put into it.

72-73. All the musical instruments covered with cloth
should he worshipped with [sweet] scent, flowers, garlands, incense

and various eatables hard and soft.'

87-89.71-72 (B.73b-747, G. 72). ' For the signiêcance of this jar see bolow

72-73 (1.74b-75a, G.76). ' This passago with some minor variation
has been repeated in B. and G. But this is out of placo there. For the
order in which musical instruments (kulapa) and the Jarjara alould be
worshipped see 11-13 above.

10 THE NATYASASTRA { II. 84.

69- 6.8 B.66b-67a, G.65).

66-87 (B.68b-69a, G.67).

68-69 (B.70b-71:, G.69).

85-66 (B.67b-6%a, G.66).

66-68 (B.69b 70a, G.68).

89-70 (B.71b-72a, G.70).
70-71 (B.726-73a, 0.71).
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Consecration of the Jarjara

73-74. Having worshipped all the gods in due order, and

offering Puja to the Jarjara [in the following manner] one should

liave the obstacles removed.

74.78. [One should fasten a piece of white cloth at the
top [of the Jarjara), blue cloth at the Raudra joint, yellow cloth at
the Visnu joint, red cloth at the Skanda joint, and variegated
cloth at the lowest joint?. And garlands, incense and unguents.
are to be offered to it (the Jarjara) in a fitting manner.

76-77. Having observed all these riteswith incense,
garlands and unguents one should consecrate' the Jarjara with the
following Mantra:

77-78. "For putting off obstacles thou hast been made very
strong, and as hard as adament, by gods such as Brabman.

78-79. Let Brabman with all other gods protect thy top-

third part, Kumara (Kartikeya) the fourth part, and the great
Pannagas the fifth part.

80-81. Let all the gods protect thee, and be thou blessed.

Thou, the killer of foes, hast been born under Abbijit (Vega), the

best of the asterisms. Bring victory and prosperity to the king !"

Homa or pouring ghee into sacrificial fire

81-82. After the Jarjara has thus been worshipped and all
offerings have been made to it, one should with appropriate Mantras
perform Homa and pour (gher) into the sacrificial fire.

82-83. After finishing the Homa he should with the fire
lighted [in the place of sacrifice] do the cleaning work (?) which is to
enhance the brilliance of the king as well as of the female dancers.

74-76 (B.78b-781, G.74-75). 'For identifying the joints dee 78-79

81-82 (13,846-85a, G. 82).

-III. 88]

most part, Hara (Niva) the second part, Janardana (Vispu) the

73-74 (8.75b-762, G.73).

below.. 76-77 (B.79b-809, G.77%, - 77-78 (B.80b-81a, G 78).
78-80 (B.81b-82, 0.79-802). 80-81 (B. 83b-84a, G.80b-81).

82-83 (B.85b-867, 0.89).

6



18
83-84. After having illumined the king and the dancers

together with the inusical instruments one should sprinkle them

again with water sanctified by the Mantra, and say to them :

84-85. "You are born in noble families and adorned with

multitades of qualities, let whatever you have acquired by virtue

of birth, be perpetually yours."
85-86. After saying these words for the happiness of

the king, the wise man should utter the Benediction for the success

of the dramatic production.

86-87. [The Benediction] : Let mothers such as Sarasvati,

give you success,

Breaking the Jar

87-88. Then after performing Homa according to rules with
ghee and the proper Mantra the master of dramatic art abould
carefully break the jar.

8889. In case the jai remaing unbroken the king (lit.
the master) will have a cause of fear from enemies; but when
it is broken his enemies will meet with their destruction.

Illumination of the stage

89-90. After the breaking of the jar, the master of the
dramatic art should illuminate the auditorium (ranga) with a

lighted lamp.

00-01. Noisily, that is, with roaring, snapping of fingers,
jumping and running about, he should cover the auditorium with
that lighted lamp [in his hand].

91-92. Then a light should be caused to be made [on the

See 23-30 above.

THE NATFA&19ERA 1811, 8

Dhrti, Medha, Fri, Ill, Laksmi, and Smri' proect you and

83-84 (B.86b-87a, G.84). 84-85 (87b-888, G.85),

85-86 B.88b-892, G.86). 86-87 (B.896-208, G.97).

87-88 (B.90b-91a, G.88).'Thees aro the seven Natya-mitrkãs.

88-89 B.91b-929, 0.89).
89-90 (13.92b-93a, G.90). 90-91 (1B.936-943, G.01).
91-93 (B.94b-968, G.92-98). ' dundubhi-a kind of drum.
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stage] in accompaniment with the sound of all the musical instru

82-93. If the bleeding wounds (resulting from the fight]

will be bright and wide, that will be a [good] omen indicating

success.

Good resulte of consecrating the stage

93-97. If the stage is properly consecrated it will bring

good luck to the king (lit the master) and to people young and

old of the city as well as of the country.

94-95., But when the auditorium is not consecrated in
proper manner it will be indifferently held by gods, and there

will be an end of the dramatic spectacle, and it will likewise bring

evil to the king.

95-96. He who willfully transgresses these rules lof

consecration of the stage] and practises [the dramatic arts, will
soon sustain loss and will be reborn as an animal of lower order.

96-97. Offering worship to the gods of the stige is as
• No dramatic performance

should be made without first worshipping the dritie. pre-iding over
the stage. When worshipped, they (these god.) will bring you
worship, and honoured they will bring you honour. Hencu one
should by ull efforts offer Puja to the gous of the stage.

Evils following non-consceration of the stage

98-99.Never will fire fanned hy violent wind burn things
so quickly, as defective rites will burn quickly [the master of the
dramatic art.,

99-100. So the stage should be worshipped by the master
of the dramatic art who is purified, disciplined and proficient in

ments such as conch-shell, Dundubhi?, Mrdanga® and Panaya®.

18

meritorious as a [Vedic] sicrifice.

'midanga -a kind of earthen drum.
• panava-a kind of drum.
98-94 (B.96b-97n, 0.94).
95-96 (B.98b-992, 0.96).

88-09 (B.LUlb-102s, G.90).

• 94-95 (B.97b-98a, G.95).
96-98 (B.99b 101a, G.97-98).
99-100 (B.102b-103a, ColOU).



the rules of the art and initiated into the practice of it and has

quiet of mind.

100-101. He who with an agitated mind places his
offering in a wrong place, is liable to expiation like one who pours
ghee into the sacrificial fire without proper Mantras. This is the
procedure prescribed for worshipping the gods of the stage. It
should be followed by producers [of plays] in holding a theatrical
show in a newly built playhouse.

which treats of Puja to the gods of the stage.

THE NATYASASTRA [ II. 100 •

Here ends Chapter III of Bharata's Natyndästra,

100-101 (B.103b-10 4a, G.101-102).



CHAPTER FOUR

DESCRIPTION OF THE CLASS DANCE

Brahman writes the first play and gets this performed.

1. Alter having worshipped [the gods presiding over the
stage] I said to Brahman, "Tell me quickly, O the mighty one,
which play should be performed?"

2. [Inreply) I was told hy the Lord, "Perform the Airta-
manthana (the Churning of the (cean)? which is capable of stimu-
lating eftorts an of giving pleasure to gods.

3. I have compo-ed this samarakon which is conducive

* When this Samavakara was performed, god- and demons
were delighted to witness actions and ideas [familiar to them].

5. Now, in course of time Brahman (lit. the lotus-born one)
said to me, "We shall present today the play lefore the great-

6-7. Then on reaching along with other gods the abode of
Siva (lit. the bull-bannered one) Brahman paid him respects and
said, "O the best of the gods, please do me the favour of hearing
and seeing the Samavakara which hus been composed by me."

8. "I shall enjoy it," said the lord of gods in reply. Then

Brahman asked me to get ready [for the performance].

9-10. "O. the best of the Brahmina, after the Preliminaries

connected with the pertormance had been completed this

2 B.A. same). " The legend about the churning of the ocean occurs

in the Mbh. (I. 17-19.) and the Visnu P. (1) See Winternitz, Vol. I

pp. 889, 548.

to [the performance of) duties (liceme), to [the fulfillment of)
desire (lian) as well as [to the earning) wealth («itha)."

souled Siva (lit. the three-uyed one)".

1 (B.G. same)

8 (B.G. same). " See N$. XX. 69 IT.

1 (B.G. same). 5 (B. Gt. same). 6-7 (B.G. saeze).

8 (B.G. sa026).
2-10 (B.G. same)..



the Tripuradaha (the Burning of Tripura) was performed in the

Himalayan region which consisted of many hills and in which there

were many Bhutas, Ganas® and beautiful caves and waterfalls".

11. Then all the [Bhutas] and Ganas were pleased to see

actions and ideas familiar to them, and Siva too was pleased and

said to Brahman :
12. "O the high-souled one, this drama (natya) which is

conducive to fame, welfare, merit und intellect, has been well.
conceived by you.

13-14. Now in the evening, while performing it, I remem-

bered that dance made beautiful by Angaharas' consisting of

different Karanas?. You may utilize these in the Preliminaries

Two kinds of Preliminaries

14-10. In the application of the Vardhamanaka', the
Asärita®, the Gita® and the Mahagita you will depict properly the
ideas [by means of dance movements; and the Preliminaries which
you have [just] performed are, called "pure" (suddha). [But] when

dima-one of the plays of the major type; for its characteristics
see NS. XX. 84 ff.

burning him with one of his fiery arrows. Hence he is called Tripurantaka

on minor dance figures (kararas) The word means 'movement of limbs

2 See below 29-311 notel. H'or detaile about the Angabaras vas

• ' See NS. V. 12-15 node 3.

" See N8. V. 80-88 note 8.

THE NATYASASTRA [IN. 10.

(Samavakara named the Amytamanthana) as well us a Dimal named

(perranya) of a play.

3 Tripuradaha-Siva killed an Asura (demon) named Tripura by

or Tripurãri. Thie legend occurs in the Varaha P. Seo JK. suo voce.
"B.C. read bakucutadrumäkirne instead of bahishutagonakirne.

11 (B.Ct. samne). 12 (B.G. samze).

13-14 (B.G, same), angahira major dance figures which depend

Ag. (I.p. 91) explains it as MEAt HElen Wear
Rain, sofart tristair.

below 16 ff, 72 f.

14-16 (B. G. samze).

* See NS. V. 21 note 1.
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these dances will be added to them (pure Preliminaries) they will

be called "mised" (citra),

16-17. To these words of Siva Brahman said in reply, *O

the best of the gods, tell us about the use of the Angaharas."

17-18. Then Siva (lit. lord of the world) called Tandu and

said, "Speak to Bharata about the use of the Angabãras."

18-10. And by Tandu I was told the use of the Angabaras.

I shall now speak of them as well as of the various Karagas and

28-29. I shall now speak about their performance depen-

dent on the Karanas. [And besides this] "O the best of the Brah-
mins, I shall tell you about the movements of hands and feet that

29-30. All the Angahãras consist of Karanas; hence I shall
nention the names of the latter as well as their descriptions.

18-19 (B. same, G.17). ' Se below 247 ff.

28-29 (B. same, 0.27b-28). ' for detaile about karana see 30f below.

-IV. 80 ]

The Angahãras

Recakas:.

19-27. The thirtytwo Angaharas are as followa : - Sthira•

hasta, Paryastaka, Süctviddba, Apasiddha, Akisptaka, Udghattita,

Viskambha, A parajita, Viskambhapasta, Mattakrida, Svastikarecita.

Parsvasvastika, Viscika, Bhramara, Nattaskhalitaka, Madavilasita,

Gatimandala, Paricchinna, Parivittarecita, Vaisakharecita, Paravptta,

Alätaka, Parvaccheda, Vidyudbhranta, Uddbrtaka, Alidha, Recita,

Acchurita, Aksiptarecita, Sambhränta, Upararpita, Ardbanikuttaka.

Uses of the Aigahãras

are proper to the Aigahãras.

The Karapas

16-17 (B.G. same). 17-18 (B. sarne, G.16).

10-97 (B, same, G.18-278).

29-30 (13. somo G7.29).'karona-minor dance Agure. Ag. (198)
plains the karana as than fand anaraei Mean 11



30-34. The combined [movement off hands and feet in

dance is called the Karana: Two Karanas will make one Matrka,

Karanas. I shall now speak of the hand and feet movements

31-50. The Karinas are one hundred and eight in number

personal combat, walding as well as movement in general.

56. Foot movements which have been prescribed for

56 (B.59, G.167).

THE NATYASASTRA [ IV. 30,

and two, three, or four Matekas will muke up one Angahãra. Three
Karanas will mike a Ralapaka, four a Sandaka', and five a Samgha-
taka. Thus the Angaharas consist of six. seven, eight or nine

making up these (Karania).

and they are as follows: Tirapuspaputa, Vartita, Valitoru, Apaviddha,
Samanakha, Lia, Sra-tikurevita, Mandalasvastika, Nikuttaka,
Ardhanikuttaka, Katicchinna, Ardharecita, Vaksunsvastika, Un-
matta, Svastika, Prathasvastila, Diksrarika, Alata, Entisama,
Absiptarecita, Viksiptaksipta. erthasvastiki, Añcita, Bhujangatra-

xita, Ordhvajanu, Vikufcita, Natalli, Ardhamatalli, Recakanikuttita,
Pacapuviddhika, V'alita, Giu:pila, Ladita, Dandapolsa, Bhujanga-

trastaredita, Mapur, Vasakhareita, Blromaraka, Catura, Bhu-
jangadcitia, Dan!breita, Peckakutita, Batihriuta, Lita-
vpécika, Chinna, Tisikureita, Viscika, Yyamsita, Parsvani-
kuttana, Latatutilaka, Krantala, Kuñcita, Cakramandala, Uroman-
dala, Aksipta, Tilavila-ita, Argila, Viksipta, Avetta, Dolapada,
Vivetta, Vinisgita Pitivakrinta, Nisumbhita,• Vidyudbhrinta,
Atikranta, Vivatitaka. Cajakridita, Talasamsphotita, Garuda-
plutaka. Ganda-ão, Panorta, Parávajano, Grdhravalinaka.
Samnta, Sard, Arhasão, Sacisiddha, Apakranta. Mayuralalita.
Sarpita. Dandapada, Marinapluta, Prenkholita, Nitamba, Skhalita,
Karihasta. Pra-pita, simbakridita, Simbakarsita, Udurtir.
Upasrta, e dasamghattita, Jimita, el valitthaka. Nivesa Elakakridita.
Urüdottta, Madalita, Visnukranta, Sambhranta, Viskambla.
Udghattita, Visitakudita, Lultaba, Nagapaurpito, Fabatasya,
Gange atarand. (Tin: Kmanas will lu used] in dance, fight,

30-34 ( 13. same, G. 31-33: l sanulaka-B.G. read mandaka.
£4-55 (13.31-552, 56i, (t.34-54)



DESCRIPTION OF THE CLASS DANCE

the exercise of Sthanas? and Caris", will apply also to these

57. And application of the Nrtta-hastas? which have been

prescribed for dance is generally implied in the Karanas.

58. The Sthãnas, the Caris and the Netta-hastas mentioned

[before are known as the Matrkas the variations of which are

called the Karanas.

59. I shall treat the Carls suitable for [representing] fight

histrionic talents.

60. In the Karana the left hand should generally be held
on the breast, and the right hand is to follow the [right] foot.

61. Listen [now] about the movement of hands and feet in
dance in relation to that of hip, sides, thigh as well as to breast,
hack and belly?.

Definition of the Karanas.

§ B.G. read one hemistich more before 56a. It doce not oceur in some
mss. Ag. records this fact. Though these 108 karanos constitute general
dance, which is sometimes interpolated in the acting to All up its gaps,
they (karanas) may be also usal toembellish the movement of limbs in

82 (B.61, G.59) ' For the sake of convenience constituent parts of

stramy in MG. As the definitions

-IV. 02 ]

Karanas?.

nethe in of diersing the foot my enemie. The ming to his

62. Talapuspaputa-Puspaputa hand held on the left side,
the foot is Agratalasañcara, the side is Sannata (Nata) '.

" See NS. XI. 49 ff. 3 See NS. XI. 2 f.

lanugalisthilisammilite karanam (I.p. 97)
57 (B.171, Gt.56a, 168). ' For nittahastas see NS. IX. 177 ff.
58 (B.173, G.170). 59 (B.56b-57a, G.56).
60 (8.57b-588 o 172, G.169).
61 (B. 58b-59a, (G7.37). ' For B.60 (G.58) omitted see NS. XI. 90-9k.

tim bre a have eh a merate mania rite tin hon in .
groue the inder they a de tien ofees part can be easily traced
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bent at the wrist, then these hands placed on thighs.

to fall on the (right) thigh, the left hand held on the breast.
66. Samunakha-the two Samanakhad feet touching each

other, two hands hanging down, and the body in natural pose.
67. Lina-the two Patäka hands held together in Anjali

pose on the breast, the neck held high, and the shoulder bent.
69. Stastikarecita-two hands with Recita and Aviddha

gesture held together in the form of a Svastika, then separated
and held on the hip.

69. Mandalasvastika- two hands mored to unite in the
Svastika gesture with their palms turned upwards in a similar
manner, and the body in the Mandala Sthana (posture).

70. Nikuttaka-each of the hands to be moved up and
down' alternately between the head and another arm, and the legs
also moved in a similar manner.

towards shoulders, and legs moved up and down:

72. Katicchinna-the hip serially in the Chinna pose,
two Pallava hands hold alternately and repeatedly on the head.

' samanakha fint has nowhere else been mentioned
in the NS.

"read kuicita'and means by this word the alapallava gesture,

THE NATYASASTRA [ IV. 63-

63. Vartita- Vyavitta (= Vyavartita) and Parivartita hands

64. Valitoru-Sukatunda hands to make Vyavartita and
Parivartita K., and thighs are Valita.

65. Apaviddha-the (right) hand with Sukatunda gesture

71. Ardhanikuttaka-hands with Alapallaval gesture hent

63 (8.62, G.90) 64 (B.6.3, C.61) 6ã (B.65, G.68)
66 (8.65, 0.63).

67 B.66, (7.64).
68 (B.97, G.65). 69 (B.88, G.66).
70 (B.69, It.671.'nikullita=nikulland. Mg. (I. p. 103) quotes the

definition of nikullana from Khala ar follows: unnamanam vinamanam,syad angasya nikullanam.

71 (13.70 (7.68). ' For kulcita BG. read ancita, But Ag. (J. p. 204)

42 (B.71, (1.69).
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freely, feet to move alternately up and down, side in Sannata (i.e.

Nata) pose.

74. Vaksahsvastika-two legs on each other in the form of

a Svastika, the two Recita hands brought together in a similar

manner on the breast which is bent (nikuncita).

75. Unmatta-feet to be Aicita and hands to be Recita.

• 76. Svastika-hands and feet respectively held tozether

in the Svastika form.

77. Prsthasvastika-two arms after being thrown up and

down coming together as a Svastiki, two feet also to come together

78. Diksvastika-turning sideways and towards the front

in course of a single (lit. connected) movement. and forming
Svastika with hands and feet.

79. Alata-after making Alata Cari taking down hand
from [the level of] the shoulder®, then making Ordhvajann Cari®.

80. Katisama-feet to be separated, after the Svastika
Karaga, of the two hands one to be placed at the naved and the
other at the hip, and the sides in the Udvähita post.

81. Aksiptarecita-the left hand on the heart, the right
hand Recita and thrown up and sideways, and then the two hands

then again thrown down.

mukha gesture.

the NS.

-IV. 88]

73. Ardharecita-hand with Suchmukha' gesture to move

as a Svastika with Apakranta and Ardhasüci Caris.

to be Recita with Apaviddha (Aviddhaka) gestures.
82. Viksiptaksiptaka-hands and feet first thrown up,

83. Ardhasvastiki-the too feet to male the Srastika, the

79 (3.73, G.70). •By aporidaha Ag. (1. 1. 105) means the saci-

74 (B.74, G.71). 75 (B.75, (i.7%). 76 (1.76, (7.73).
17 (B.77, 6.78). 78 (13.78, (7.75).
79 (B.79, 07.76). 'carand= iurs. soyamsavel=amsid minis.

kramaname kuryüt (Ag). "krama=iar.
80 (B.su, Gi.71). 'udahita side is nowhere da mentioned in

81 (3.81, (. 78). 82 (B,8%, (1.78) 83 (13.83, (.au).



right hand making the Karihasta gesture, and the left one lying on

the breast.

and then bent upon the tip of the nose.

and the thigh also to have the sume movement.

knee to be held up (lit. stretched) on a level with the breast, and
the two hards to be in harmony with the danee.

two hands to be bent at the sides, the right hand to be held at the
tip of the nose

88. Matalli-making a whirling movement while throwing
back the two feet (left and right), and moving hands in the

89. Ardhamatalli-feet to be drawn away from the position
in the Skhalita K., left hand Reeita, and afterwards to be put on
the hip.

90. Recitanikuttita-the right hand to be Recita, left foot

But NS. does not know any carana or eiri of this name, while a K.
of this name eceus, ind one karana is very often used to defino another
karano; sec tests fur 84 above, 103 and 107 below. In all these casts

the position of the skhalita K.

which see above 70 ust.

TEE NATYASASTRA (IV. 88.

84. Añcita-in the Ardhasvastika the Karihasta to be
alternately in Vyavarita (Vyavytti) and Puriartitu movement,

85. Bhujangatrisita-the Kuncita feet to be thrown up, the

thighs to have an oblique Nivartuna (Nivette)' movement, the hip

86. Ordhvajant-a Knicita foot to be thrown up, and the

87. Nikuncita-feut to be moved as in the Viscika K.,

Udvestita and Apaviddha morement.

Udghattita (= Nikuttita), and the left hand with Dola gesture.

81 (B.84, G. 81).

£5 (B.84, G.82). !For nivarlayet, B. Ct. read virarlayel, and for
nivittam B. wittum ind G. vivartic. 86 (B.88, G.83).

87 (B.87, (7.81). 'V'or viscika karana, B.G. read orécito carana.

sume mys, read karana instrad of carane.
88 (3.88, 0.85).

89 (B.89, (.86). ' skhalitapasition pidan fist drawn away fron

90 (B. JU, (7.87). ' Accordius



68

, back against the navel, and feet to be in Such and [then) the

93. Ghurnita-the left hand in Valita and moved round,

the right hand with Dola gesture, and the two feet to be druwn

away from each other from the Srastika position.

94. Lalita-the left hand with Farihasta gesture, the

right one to be again turned aside (Apavartita), two fect to be
moved up and down.

to be placed on the knee.

Cãri, the two hands to be Recita and moved to the left side.
17. Nüpura-the Trika to be gracefully turned round, lin

the Bhramari Cart the two hands to show respectively Lata and

Recita gestures, and the Nupurapada Cari with the feet.

98. Vasakharecita hands and feet to be Recita, so the hip

and the neck, and the entire body in Vaisakha Sthana (posture).

movement, and Trika' turned round [in the

gesture, the right hand is with Catura gesture, the right feet in

means the trikästhi (snerum) the lowest point in the vertibral column
where the two other bones of the luga meet.

* This in Ag'o interpretation. •

-IV. 100 ] DESOBIPTION OF THE CLASS DANUE

91. Padapaviddhaka-the Katakamukha hands with their

Apakränta Cari

92. Valita-hands to be Apaviddha, feet to be in Suci Cari

Trika turned round [in the Bhramari Cãrt].

95. Dandapaksa-observing Urdhvajanu Cari, Lata hands

96. Bhujangatristarecita -the feet to be in Bhujangatrasta

99. Bhramaraku-Svastik feet in Askipta Cari, hands

in Udvestita

Bhramari Cart],

100. Catura-the lett hand with Añcita, (it. Alapallava)?

Kuttita (%.e. Udghattita) pose.

81 (3.91; 0.88). 92 (B.92, G.89),
Đ3 (3.93, G.90). 'For valita. Bo read vartita.
44 (1.84, G.91).'Dee NS. 1X. 191.
95 (1B.95, 0.42). 96 (B.96, G.98). 97 (8.97, G.24).
98 (13.98, G.95).
99 (B.99, G.96).'Trika uned here and many times afterwards

100 (3.100, G.97). " This is Ag's interpretution of Añeita.



right hand Recita, the left hand with Late gesture.
102. Dandakarecita-hands and feet to be freely thrown

about on all sides like a staff (dundi), and the same hands and
feet to be Recita afterwards.

hands with Nikuttita movement. I

104. Katibhranti-the Suct Cari, the rigut hand with the
Apaviddba (Aviddha) gesture and the hip to be moved round.

wards, and the left hand to be with Late gesture. its palm and
fingers bent and turned upwards.

106. Chinna-the Alapadma hand to be held on the hip
which in Chinna pose, the body in the Vaisakha Sthana (posture).

hands in the forn of a Svastika gradually to be Recita and

108. Vescika-the two hands bent and held over the
shoulders, and a leg bent and turned towards the back'.

to be Recita and held on the breast and afterwards moved up and

side, and the teet to be Nikuttita.?

(tilaku) in the forehead to be made with a great toe.

the Atikranta Cari, then the two hands to be thrown down.

'Sor above 70 note.

THE NATYASASTRA [IV. 101-

101. Bhujangaicita- the feet in Bhujangatrasita Cärl, the

103. Vescikakuttita-assuming the Vrscika K. and the

105. Latavrsciku-a foot to be Ancita and turned back-

107. Viscikarecita-assuming the Vrscika K., the twn

to show Viprakirna gesture.

109. Vyamsita-assuming Alidha Sthana, the two hands

down with Viprakirna gesture.

110. Parsvanikuttaka-Svastika hands to be held on one

111 Lalätatiaka-after assuming the Vrscika. K. a mark

112. Kräntasi--bending & Kuncit leg behind the back,

101 (B.101, (•98). 102 (B.102, (G7.99).
103 (8.108, (7.100). 104 (3.104, G.101)
105 (3.105, (1.102). 106 (B.106, (t.108). 107 (B.107, 07.104).
108 (B.108, G.105). • Ag. iutorprete the passage differently.
109 (B6109, G.106). 110 (B.110, (7107). Spe above 70 note.
111 (Bolll, G.108). 118 (B,112, G.108).
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113. Kuncita—a leg to be first Añcita and left hand to he
held on the left side with its palm upwards.

with the body bent and held down between the two arms hanging
straight.

115. Uromandala-two feet drawn away from the Svastika
position and used in Apaviddha (Addita) Cari and hands in

116. Aksipta-hands and feet to be thrown about «wiftly
in this Karaga.

117. Talavilasita-foot with the toe and the sole turned
upwards and held high on the side, and the palm of hands bent.

118. Argala-feet stretched hackwards and kept two Talas
and i half apart, and hands moved in conformity with these.

119. Viksipta-hands and feet to be thrown backwards or
sideways in the same way.

120. Avarta-the Kuncita feet put forward and the two
hands moved swiftly to befit the dance.

121. Dolapada-the Kuncita feet thrown up, and two hands
swinging from side to side in a manner befitting the dance.

122. Nivetta-lands and feet first thrown out, and the

Trika to be turned round and the two hands to be Recita.

turned round and hands to be Recita.

throwing out hands towards the front, and moving them in a
manner befitting the daner.

which see NS. XI. 22.

188 (13.123, 0.120), 124 (B.124, 0.121).

•IV. 184]

114. Cakramandala-the inner Apaviddha (Addita) Cari

Uroman dala gesture.

123. Vinivitta-observing the Süc Cari, the Trika to be

124. Parsvakranti-observing the Parsvakranta Cari,

113 (8.113, G.110).
114 (B.114, (.111). ' According to Ag. apaviddha= cdità curi for

115 (B.115, G.112).
116 (B.116, 0.118). 117 (B.117, (7.114).
119 (B.119, G.116). 120 (B.120, G.117).

118 (B.118, G.115).
121 (B.181, G.118).

122 (B.122, G.119). 'For nivita, B. reads vivitta.
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125. Nisumbhita— a foot bent towards the back, the hreast.

mised high, and the hand held at the centre of the forehead (lilake)

two hands in the Mandalaviddha®gesture stretched very close to
the head.

127. Atikranta-observing the Atikranta Cari, the two
hands stretched forward in a manner befitting the dance.

128.Vivartitaka-hands and feet to be thrown out, the
Trika to be turned round and hands to be Recita

129. Gajakridit- the left hand bent and brought near the
(left] ear, and the right hand in Lata gesture and the feet

put forward, the two hands showing Talasamsphotita" gesture.
131. Garudaplutaka-the two feet to be stretched back-

wards and the two hands -right and left-to be respectively with
Lata and Recita gestures, and the breast raised up.

132. Gandasuci-the leet to be in Suel position, the side to
be Unrata, one hand to be on the breast and the other to bend and
touch the cheek.

133. Parivetta-the hands raised in Apavestita gesture,
the feet in Sue; position, the Trika is turned round (in the

137. Parvajin- one foot in Sana position and the
opposite thigh raised, and one Musti hand on the breast.

135. Grdhravalinaki-one foot stretched backwards and
one knee slightly hent and the two arms outstretched.

125 (B.125, G.122). ' Ag. interprets differently

* Nowhere defined in NS.

130 (B.130, G.127). ' Ag. interprets the passage, differently.
* Defined nowhere in NS.

THE NATYASASTRA [ IV, 120.

126. Vidyudbhranta'-foot turnel backwards and the

Dolapada Cari.
130. Talasamsphotita? —a foot to be swiftly lifted up and

Bhramari Car).

126 (B;126, G.123). ' Ag. intorpreta differently.
127 (B.127, G.124).

128 (B.128, G.125). 129 (B.129, G.126).

131 (B.131, G.128).
134 (B.134, G.131).

132 (B.182, (7.129).
135 (B.135, G.132).

138 (3.138, G.130),
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136. Sannata-after jumping, the two feet are to he put
forward in Svastika form and the two hands to show Sannatal

137. Sci—a Kuncita foot to be raised and put forward on
the ground, and the two hands to be in harmony with the per-

formance.

the right foot is in Süel (karana) position.

the heel of another foot, the two hands to be respectively put on
the waist and the breast.

Cari is to be performed, the two hands to be moved in harmony
with the performance.

hands to be Recita, and the Trika to be turned round [in the

142. Sarpita-the two feet to be moved from the Añcita
position and the bead with Parivahita gesture, and the two hands

ire Recita.

should be observed and the aviddha (vaktra) hand should be shown
quickly.

jumps and stops, ard then one of the shanks are bent and
thrown up.

is to jump and let the Trikz turn round (in the Bhramari Cari and
come at rest.

148 (B.145, G.142). ' Defined nowhere in NS.

-IV. 146]

(i.e. Dola) gesture:

• 138. Ardhasück-the Alapadma hand is held on the head,

139. Sücividdha-one foot of Suci Karana being put on

140. Apakränta-after making the Valita thigh, A pakranta

141. Mayüralalita-after assuming the Viscika K. two

Bhramari Cari.

143. Dandapada-after the Nupura Cari, Dandapada Cari

144. Harinapluta-after observing the Atikranta Cari one

145. Prenkholitaka-after observing the Dolapada Cari one

188 (B.136, G.133). ' According to Ag. Sannata = Dolähasta.
137 (B.137, G.134). 138 (B.138, G.135).

140 (B 140, G.137). 141 (B.141, G.138),

142 (B.142, G.139). 143 (B.143, G.140). 144 (B.144, G.141). •

8



146. Nitamba- arms to be first thrown up and hands to have

their fingers pointing upwards and the Baddhã Cari to be observed.

147. Skhalita- after observing Dolapada Cari, hands with

Recita gesture to be turned round in harmony with this.

148. Krihasta-the left hand is to be placed on the

breast, the palm of the other hand to be made Prodvestitala, the

feet to be Añcita.

149. Prasarpitaka-one hand to be Recita and the other

is to move swiftly and hands to follow the feet.

151. Simhakarsita-one foot to be stretched backwards and
hands to be hent and turned round in the front aud again to he bent.

152. Udvetta-hands, feet and the entire hody to be mover
violently (lit. thrown up) and then Udvitta Cari to be observed.

harmony with this Cãri.

palms will clash with each other and the left hand to be
Recita.

155. Janita-one hand to be on the breasti, the other

156. Avnhitthaki-after observing Janita K. raising hands
with fingers spread ont and then letting them fall slowly.

157. Nivesa- the twe hands will be on the breast which
should be Nirbhugna and the dancer should assume Mandala

150 (8.150, 0.147).

means Janita cari.

THE NATYASASTRA [ IV. 146

with Lati gesture, and feet to be Samsarpitatala (= Talasañcara).
150. Sinhavikridita-after observing the Alâta Cari one

153. Upasrtaka-observing Aksipta Cari and hands in

154. Talasamghattita-observe the Dolapada Cäri two

hanging loosely and observing Talagrasamsthita (Janita) Cãri.

Sthana (posture).

146 (B.146, G.143). 147 (13.147, G.144). 148 (B.148, G.145).
149 (B.149, G. 146). 151 (B.151, 0.148).
152 (B.152, G.149). 153 (B.153, (.150). 154 (B.154, G.151),
155 (B.155, G.152). 'According to Ag. Talagracemsthita pada

156 (3.156, G.153), 157 (B.I57, G7.154),
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coming to the ground with the body bent and turned

bent and placed on the thigh, shanks made añcita and Udvitta.
160. Madaskhalitaka-two bands hanging down, the head

assuming the Parivahita gesture, the right and the left fect to be
turned round in Aviddha Cari.

• 161. Visnukranta—a foot stretched forward and bent as if

on the point of walking, and hands to be Recita.

ment placed on the thigh which is made Äviddha. 1

to be made Nikuttita and the left hand on the breast.

hands in Talasamghattita movement® are to be placed on two sides.

hands to be made Recita, and afterwards these should to be made

166. Lolita-hands on the two sides to be Reieta and
Ancita, and the head Lolita and Vartita.

position and the head to be Parivähita and hand to be Recita.

" Defined nowhere in NS

, nowhere in Nd

•IV. 167]

158. Elakakridita-jumping with Talasaicara feet ind

159. Urüdvetta-a hand made Avrtta (Vyavartita) and then

162. Sambhranta-a hand with Avartita (Vyavartita) move-

163, Viskambla-a hand to be Apaviddha, ' Suc Cari, foot

167. Udghatta-feet to in Udghattital movements and

165. Visibhakridita-after observing the Alata Cari two

Kuñcita and Añcita.

167. Nagapasarpita-to draw back feet from Svastika

158 (B.158. G.155). ! Same as agratalasancara, see NS. X. 46.
159 (B.159, G.158).
160 (B.160, G.157). ' Detined nowhere in Ns
161 (B.161, 0.158).
168 (B.162, G.159). ' Detined nowhere in Ns.
183 (B.163, G.160). ' Detined nowhers in NS.
164 (B.164, G.161). ' Delined nowhere in NS.

185 (B.165, G.162). ' Definal nowhere in Ns.
166 (3.166, G.163).
167 (B.167, G.164). ' Irtined



60
168. Sakatasya-beginning with body at rest, advancing

169. Gangavatarana-foot with the tocs and the sole turned
upwards, hands showing Tripataka with the fingers pointing down-
wards and the head being Sannata.?

170. I have spoken of one hundred and eight Karanas.
shall now describe the different Angahãras.

171-173. Sthirahasta-stretching two arms and throwing

then assuming

and Suel (mukha) gestures assuming one after another Viksipta.

then observing Udvestita K. with hands and turning the Trika,

169 (B.169, Gt.166). ' Defined nowhere in NS.
' Defined nowhere in NS.
8 For B.170-174 and G.167-170 see 56-61 before.

170 (B.174, G.1712 ' Defined nowhere in NS.

have been translated like the karanas; above see. 62 note. Aigharas are
mostly combinstions of the karanos.

THE NATYASASTRA [IV. 168-

with a 'Palasañcara' foot and making the breast Udvähita.?

The Angaharas

tea up to the level of the shoulder, woking up uiterwards the
Pratyalidha Sthina, then observing successively the Nikuttita,
Urudvetta, Aksipta, Svastika, Nitamba, Karihasta and Katiechinna,

Karanas.
174-176. Paryastaka-observingTalapuspaputa, Apa-

viddha, and Vartita Karnas, then takiug up Pratyaldha Sthana,
Nikuttaka, Urüdretta,Aksipta, Uromandala,

Nitamba, Karihasta, Katicchinna, Karanas.

176-178. Sücividdhz-after showing Alapallava (Alapadma)

Avartita, Nikuttaka, Urüdvrtta, Aksipta, Urnomandala, Karibasta,

and Katicchinna Karanas.

178-180. Apaviddha- Apaviddha and Suctviddha Karanas,

i68 (B.168, G.185). 'See above 188 note. ' B. reads udghatite.

171-273 (8.175-177, (7.172-174). 'Dotinition of the airaharas

174-176 (B. 178-18023 Q.175-176). 'G. Onita 175b.
186-178 (8.180-1824, Q.177-17914).

178-180 (B.182b-1842, 0.1796-180).
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showing with hands Uromandalaka gestures and assumiug Kati-
chinna Karana.

180-182. Aksiptaka-assuming successively Nupura, Vik-

(Aviddha) hands and the two feet to be Nikuttita, and again
changing them to Uromandala gesture and then assuming succes-

184-187. Viskambha-hands by turns made Udvestita, feet

• are successively made Nikuttita and bent, then assuming Urudvrtta

K. hands to be made Caturasral and feet Nikuttaka, assuming

Chinna and Bhramaraka Karnas while Trika is to be moved,

187-190. Aprajita-assuming Dandapada K., hands having

left hand moving along with the left foot, then bands being Catu-

sita K. and hands having Udvestita movement, then assuming

janga trasita Karanas, Recita hand to show the Pataka gesture,
then to be assumed successively Aksiptak, Uromandala, Lata,

192-195. Mattakrida-assuming Nupara K. by turning

this term has been minated with nitra or dance.
184-187 (B. 188b-191a, G. 185-187). ' Detined nowhere in NS.
187-190 (B.191b-1942, G.188-189). ' Defined nowhere in NS.

-IV. 196]

sipta, Alataka, Aksipta, Uromandala,, Nitamba, Karihasta and

Katicchinna Karanas.

182-184. Udghattita'-moving Udvestita and Apaviddha

sively Nitamba, Karihasta and Katicchinna Karanas,

then Bhujangatrisita K. hands to bemade Udvestita, assuming

then Karihasta and Katicchinna Karanas to be assumed.

Viksipta and Akspita' movement, then assuming Vyamsita K. the

rasra and feet having Nikuttaka movement, assuming Bhujangatra-

successively the two Nikuttakas (i. e. nikutta and ardhanikuttaka),
Aksipta, Uromandala, Karibasta, and Katicchinna Karanas.

190-192. Viskambhapastta-assuming Kuttita and Bhu-

Katiccheda Karanas.

Tirka, then assuming Bhujangatrisita K. assuming next Recita K.

180-182 (B.184b-186a, G.181-182).

182-184 (B.186b-188a, (.189-184). ' In the detinition of airgahara

190-192 (B.194b-1988, G.190-191).
192-195 (B,198b-199a, (.199-181).



with the right foot, and then assuming successively Aksiptaka,

196-197. Svastikarecita*-hands and feet are Recita, then
assume Vrscika K. and again repeat this movement of the hand
and feet, and then Nikuttaki K. and the Lata gesture alternately
with the right and the left hand, and then Katicchinna K.

one side and then the Ardhanikuttaka, all these to be repeated
on the side, then the Avrtta (vyaavartita) hand to be placed on the

Late band to he held on the nose, after moving the same hand in
Udvestita movement, then assuming successively Nitamba,

204-206.
round the right hand and bending and placing it near the (right)

with Dola hands and

'In the translation of this K.
Ag. has been followed.

' In the translation of this K, 1
have followed Ag.
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Chinna, Bähyabhramaraka, Uromandala, Nitamba, Karihasta,
Katiccheda Karnas.

197-200. Parsvasvastika-assuming (Dik-) Svastika from

thigh, then to assume successively Urudvetta, Aksipta, Nitamba,

Karihasta and Katicchinna Karanas.
200-202. Vrscikapast-assuming Vrscika K. holding the

Karihasta and Katicchinna Karanas.
202-204. Bhramara-assuming successively Nupurapada

Aksiptaka Katicchinna, Sucividdha, Nitamba, Kivilasta, Uro-

mandala and Katicehinna Karanas.
Mattaskhalitaka-asuming Matalli K. and moving

cheek, then assuming (successively) Apaviddha. Talasamsphotita,

Karihasta and Katicchinna Karanas.
206-208. Madavilasita-moving

Svastikäpasta feet, inaking hands Añcita as well as Valita and
then assuming successively Tulasamghattita, Nikuttaka, rudritta,
Karihasta and Katicchinna Karanas.

195-197 (B.199b-201a, G.195-198).

197-200 (B.201b-204a, G, 197-194).

200-202 (B. 204b-206a, (.200-201).

202-204 (B.208b-208a, (7.202-203).

204-206 (B.208b-210a, G.204205).

406-208 (B.210b-2122, G.206-207)..
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208-210. Gatimandala-after assuming Mandala Sthanaka
and making the hands Recita and the feet Udghattita assuming

and

Bähya Bhrama ka' and with the left foot assuming Suck K. and

212-216. Parivittakarecita-holding on the head hancs in

loose Svastika form and them after bending the body the left hand

to be made Recita, and raising the body, agin the same hand

to be made Recita, after this hands to show Late gesture and

Aksiptaka Karanns then have Svastika foot; all this to be
repeated after turning back completely, then assume (successively)

216-219. Vaisakharecita-along with hody the two hands
to he made Recita and all this is to be repeated with the body

assumed.
219-221. Paravrtta-assuming Janita K. and putting for

ward a foot, then assuming Alataka K. and turning the Trika, [in
the Bhramri Carlafterwards the left hand bend and to on the
cheek, then assuming Katicehiona Karana.

bih ya bhramaraka seems to mean a cari of that name. But it seems that
by this bhramarako, the movement known as bhramari has been neant.

212-216 (В.216b-220в, G.212-215),

-IV. 223 63

successively Matalli. Akripta, Uromandala Katiccheda
Karanas.

210-212. Paricchinna-after the Samapada Sthan assum
ing Paricchinna (i.e. Chinna) K then with Aviddha foot assuming

than observi (successively) Atikränta, Bhujangatrasita, Karihast:t

and Katie! ona Karanas.

assuming successively Vrecika, Recita, Karhasta Bhujangatrisita,

Karihasta.

hent. then observe Nupurpada Cari and Bhujangatrisita, Recita,
Mandalnsvastika, afterwards bending shoulder Crudretta, Aksipta
Uromandala Karihasta and Katicchinna Karagas are to be

208-210 (B.212b-2142, (.208-209).
210-212 (B.214h-216a, (7. 10-211). ' According to Ag (I.p. 152)

Se: M. Ghosh AD. 289ff, also A. K, Coomara-wamy: MG. p.74. :

216-219 (B.220b-223a, G.216-218).

319-221 (3.229b-226, (7.219-220).



221-223.

after another.
223-225. Parsvaccheda--holding Nikuttita hands on the

to be turned round, then Uromandala, Nitamba, Karibasta and

foot first, and Vidyubhrinta K, using the right, foot first, then
Suci k. with the right foot moved first, and Vidyudbhrinta with

the left loot mored first, afterwards assuming Chinna K., and
turning round the Trika, then Lata and katicchinna Karagas.

the right and the left hands by the side, and with them assuming

turning round the Trika [in Bhraari Cari and then assuming

229-231. Alidha-assuming Vyamsita K., striking the
hands on the shoulder, and then Nupura K., with the left foot
moving first afterwards Aluta and Aksiptaka Karanas with
the right foot [moving first and then making Uromandala
gestures with hands and assuming Karihast and Katicchinna

231-233. Recita-showing Recita hand, bending it on one

side and making the [samo] Recita movement and then repeating
this movement after bending the entire body, assuming sueces-
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Alataka-assuming Svastika, vyamsita [in it
hands being Recita], Alätika, Ordhvajanu, Nikuicita, Ardhasüct,
Viksipta, Udvrtta, Aksipta, Krihasta and Katicchinna Karanas one

breast assuming Urdhvajanu, Aksipta, Svastika Hamnas, Trika

Katicchinna, Karanas to be assumed.
226-227. Vidyudbhrintz-assuming Suct K. using the left

227-229. Udrittaka-assuming Nupurapada Cari hanging

Viksipta K., with these hands assuming lagain] Süei K., and

Lata and Katicchinna Karanas.

Karanas.

sively Nupurapada, Bhujangatrasita, Recita, Uromandala and Kati-
cchinna Karanas.

221-223 (B.225b-227a, (.221-222).

228-225 (B.227b-229a, (.223-224),

225-427 (B.229b-231a, G.225-226).

227-229 (B.231b-238, (.227-228).

229-231 (B.233b-235a, (-229-230).

231-288 (8.235%-237, G.231-232). -
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231-235. Acchurita-assuming Nupura K. and turning the

Trika round, assuming Vyamsita K. and again turning round the

Trika, then assuming successively Alatka K. from the left

so the Svastika hands, then with the same (ie. Recita) movement
they should be separated; and with the same Recita movement they.
reeto be thrown up, then assuming successively Udvrtta, Aksipta,

239-241: Sambhranta- assuming Viksipta K. throwing out
the left hand with Such gesture, the right hand placed on the breast,
Trika to be turned [in the Bhramari Cārif then assuming succes-

Car and
assuming Vyamsita K. with the hands moving in Udvestita

manner, then assuming successively Ardhasüci, Viksipta, Katic-

Cari, hands to move in harmony with the feet and Trika to turn
round [in the Bhramari Cari], then hands and feet to make

246. I have spoken of these thirtytwo Angaharas; I shall
now describe the four Recakns; please listen about them :

247. Among the Recakas the fist is that of the foot (pala),

236-238 (B.240-242, G.235-237). 239-241 (В.243-245, G.238-240).

242-243 (3.246-247, G.241-242).

-IV. 347]

[side] and Suct, Karihasta and Katicchinna Karanas.
236-238. Aksiptarecita-Svastika feet to be in Recita and

Uromandala, Nitamba, Karihasta and Katicchinna Karanas.

sively Nüpura, Aksipta, Ardhasvastika, Nitamba, Karihasta,
Uromandala and Katicchinna Karanas.

242-243. Apasarpita-observing Apakranta

chinna, Udvetta Aksiptaka, Karihasta and [again] Katicchinna
Karanas.

244-245. Ardhanikuttak - observing swiftly Nupurapadika

Nikuttita morement, afterwards assuming Uromandala, Karihastn,
Katicchinna and Ardhanikuttaka Karanas.

The Recakas

234-235 (B.238-239, .233-234 ' Rend ramam cilalakam for
pidam calatakam in B.

244-345 (B.248-249, G.2-13-214).

248 (B.250, G.245). ' For the iclation between Preskus and the

Angahãras and the use of the Recakas see Ag,

247 (B.251. Gt.848).
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the second is that of the waist (kali), the third is that of the hand
(huska) and the fourth is that of the neck (griva).

218. The term Recita [relating to a limb] means moving
it round separately (ie, not in nny Karana or Cari) or its drawing
up or its movement of any kind separately.

219. Pada-recaka-Going from side to side with wavering
feet or with differently moving feet, is called their Recaka.

250. Kati-recaka-Raising up the Trika and the turning
of the waist as well as its drawing back, is called the Kati-recaka.

251. Hasta-recaka-Raising up, throwing out, putting
forvard, turning round and drawing back of the hand is called its

252. Griva-recaka-Raising up, lowering and bending the
neck sideways, and other movements of it are called its Recaki.

253-254. Seeing Kamkara (Siva) dance with Recakas and
Angaharas, Parvati too performed a Gentle Danec (lit. danced with
delicate forms)', and this dance was followed by the playing of

255. [Besides on this occasion] Mahesvara (Siva) danced in
the evening after the hreak-up (lit. destruction) of Dakga's sacri-
lice with different Angaharas and in conformity with proper time

are drums of different sizes und shapes, and made of different materiali
such as clay, wood ete. Of the bhori, panava and gomukha (possibly
a horn) have been mentioned in the Bhagavad-gitā, ch. I.13.

255 (B,259, (.254). ' The story of the break-up of Daken's sacrifice
occury in two different forms in the Bhagavate and the Varaha P.
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Recakil.

musical instruments like Mrdanga, Bheri, Patala, Bhambha?,
Dindima, Gomukha, Panava and Dardura.

beat (tala) and tempo (ay).

248 (B.252, Ct.247).
2:0 ,B.254, G.249).

249 (B.253, Gr.248).
251 (B.255. 0.250).

252 (3.256, G.251).

253-254 (3.257-258, G.252-253). ' Read arlyanti smo ca pürval,
Ag. J. p. 203.

2 midaiga, bheri, pataha, bhambhu, dindima, dardura ond panara

= B. read jhanjhyi (pa. bambha).

See JK. under Daksa,
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256. Ganas like Nandin and Bhadramukha seeing then

[in course of this performance of Siva], Pindibandha" [of different

dance forms] gave names to them [and imitated these] well.

257-263. Names of Pindis specially attached to different
gods and [goddesses are as follows]: Siva- Vra, Nandin - Pattist,

vimardini, The [ Pin! ] of Siva, the killer of Andhaku?, will be
Raudri in the form of his trident. The Pindis of the remaining
gods ind goddesses will be similarly. named after (lit. marked with)
their own banners?.

263-26t. After inventing the Recakas, Angahãras and
Pin lis, Siva communicated them to the sage Tanu? who in
his turn made out of then dince together with songs and

apparent that Ag. had no definite idea about the pindibandha or pindi.

But the word occurs in the following couplet of a later work on

From the above quotation the meaning of the word seems to be a term

relating to group-dance. For more about pilibandha see 257-262,

284-285, 291-294 below.

257-262 (B.261-2662, G.256 261). ' Ganesvari means relating to

Ganesvaras or lords of hosts; see above NS. III. 31,58 und III. 1-8 note %.

* Tho story of Siva's killing the Asura Andhaka occurs. in Ram,

• B. omits 263b altogether.

283-264 (13.266b-2682, G.262-263). ! Tundu's name does not seem

to occur in any estant Purina. It is just possible that the name of

this muni has beeu derived from lindana a non-Aryan word which

originally may have meant dance.
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Candika (Kali)-Simhavahini, Visnu-Tarksya, Srayambhu-
(Brahman) - Padma (lotus), Sakra (Indra)- Airavati, Manmatha
-Jhasa, Kumara (Kartikeya) - Sikhi (peacock), Sri (Laksmi)-Ulü
(owl), Jahnavi (Gangã)-Dhãra, Yama-Pasa, Varuna-Nadd,

Kuvera (Dhanada)— Yaksi, Bala (rama)-Hala (plough), Bhogins

(serpents) —Sarpa, Gane‹varas (the lords of Gana»)' - Daksayajña-

256 (B.260, G.255). / Piulibandha-Ag. (I. 170-171) explains the

TITE: 1..
at as fa �ard: From these quotations it is

dramaturgy (Bh P. p.264) :

Hraivamda and several Puranas. Sre JK, sub voce.
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instrumentil music; and hence this dance is known as Tandava
(ie. of Tandu's creation).

The sages speak

265. Use of Gestures etc. (abhimana) having been devised
by the experts, for drawing out the sense lof songs aud
speeches in a play] what led to the making of dance (mitte),
and what is its nature?

266. Why is dance made in connexion with the Asarita
songs? It does neither relate to its meaning nor reflect its
spirit.

207. [In answer to these questions] it is "said that the
dance is occasioned by no specific need; it has come into
use simply because it creates beauty.

268. As dance is naturally loved by almost all people, it is
eulogised as being auspicious.

269. It is eulogised also as being the source of amusement
on occassions of marriage, child-birth, reception of a son-in-law,
general festivity and attainment of prosperity.

270. Hence the host of Bhutas have ever praised the
Pratiksepas? which are used in songs and in regulating the division
of dances.

271. Siva (lit, god) too was pleased to say to l'andu,
"Perform this dance in connexion with the singing of songe.

valiant has been recorded by Ag. (1.181) and it sens to be the correct
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265 (B 268b-269a, (.264). 'B. reads lasmär mrlüm for kasman
Arblam in 265b.

266 (B.269b-270a, G.285). 267 (B.270b-271a, G.266).
268 (B.271b-272a, G.267). 269 (B.272b-273a, G.268).

270 (B.273b-2742, G.269), ' For prakirtilah, B.G. read pravarlital.
" pratiksepa--Ag. (I. p.182) defines this term as follows:- 1yrafaymi

271 (B.274b-2758, G.270): 'Hur Landal santosapirvakam. This

reading. B.G. read tamustamlavapurvakam.
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272. The Class Dance (landura) is mostly to accompany

the adoration of gods but its gentler form (sulumara-prayoga)
relates to the Erotic Sentiment.

273. Now while coming to discuss the Vardhamanaka I
shall describe the rules regarding the performance of the Class
Dance (landuca) as it was performed by Tandu.

274. As in its performance Kila and tempo (laya) attain
colibe (increment) due to the increment of Aketras it is called

275. After setting down the musical instruments (lintapa)
the producers [of plays) should get the Asarita performed.

276. Then after the Upohana has been performed to
the accompaniment of drums? and stringed instruments, i female
dancer should enter (the stages with the playing of drums

277. This playing of the [instrumental] music should be
in pure Karanz' and Jati". And then a Cäri should be performed
with steps in accompaniment of music.

278. On entering the stage with flowers in her hands the
female dancer should be in the Vaisakha Sthana (posture) and per-
form all the four Recakas (ic. those of feet, hand, waist and neck).

272 (B.275b-276a, G.271). ' The tamlava has been translated by
some as 'wild dance' (Haas, Dadarupa, p.5), but the adjective seems to
be misleading. Prom the present chapter of the NS, it appears that
the word meant 'class dance' which has been codified. It is to be distin-
guished from the folk dance mentioned in later works. Tindava was
no exclusively male dance. Hor the illustratione of the karanas taken

out of old bas reliefs and printed in the Barode ed. of the NS. showthat these wore performed by women as well. These karanas were evidently
clements of tanlava; lusya performed by women was only i gentler form

-IV. 278 1

The Vardhamanaka

the Vardhamanaka.
The Asarita

[only].

of the tinava.
273 (B.276b-2772, G.272).
275 (13.278b-2796, Cr.274).
277 (B.280b-261a, G.276).

274 (3.277b-2784, G.273).
276 (B.279b-280a, G.275).
278 (B.281b-2828, G.277).



279. Then she should go round the stage scattering flowers

from her hands to gods, and after bowing to them, she should make

use of different gestures (abhunaya).

230. Instrumental music should not he played when there

is any song to be delineated by gestures, but at the performance

of Angaharas drums must be employed.

281. The playing of drums (lit. justrumental music) during
the Class Dance should be Sama, Rakta, Vibhakta and distinctly
heard (sphila) on account of clear strokes and should be property
following different aspects of the dance.

282. After following the song [with her dançe] the dancer
should make her exit and others [like her] will enter [the stage]
in the same manner.

283. These other women will in due order form Pindis
and till all these are formed they will perform the Paryastaka.

28t. After forming (Pindis) these women will make their
exit, anu during the formation of the Pindis an instrumental music
which has varions Oghas and Karnas should be played, and it
should be similar to the music at the time of the Paryastaka.

285-287. Then this Upohana should be again performed as
before and the Asariti too; it song also should be sung and it
female dancer should enter the stage in the manner described
before, and she should delineate [the meaning of the song in the
second Avarita by suitable gesture] and translate the subject-
matter (rastu)" into a dance.

288. After finishing the Asãrita the female dancer should
make her xit, and then another female dancer should enter the
stage and make a similiar performanec.

289. Thus at every step the rules of Asarita should be
followed by singers as well as players of the instrumental music.

Malavi. II. 0, 5, 8, 13, 14.
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379 (B.242h-283:4, (7.278). 280 (B.283b-284a, Gt.279).
201 (B.284b-285, (.281). 232 (B.285b-286a, (t 281).
283 (18.2866-2874, G.242). Sceabove 282 not 2.
284-265 (TB. 2871-298, (7.2834-284).
280-287 (3.289-2918, (.284-285, 256). 'Now cast (padarasia) sio

288 (B, 291b-292, (.287).



DESCRIPTION OF THE CLASS DANCE 71

290. During all these performances] the first foot of the
song should be sung once, the second twice, the third thrier, and
the fourth four times.?

291. The Pindis have four varieties Pindi [proper

292. The name Pindi or Pindibandha is due to its being a

which is held together [as it were] by a net, is Latabandhas, and
Bhedyaka* is to be the (separate) dance of one individual.

29:3. The Pindibandha is to be applied in the first (lit.
shortest Asarita), Emkhala at the transition of tempo, the
Latabandhu in the middle one and the Bhedyaka in the

above 285-287 not.
2 These astritas were distinguished by the kalas of time they

required. According to Ag. (1.185) the shortest asarita takes up
serenteen kolas, the medium ascrita thirty-three kalas and the longest

290 (B.293b-294a, G.284).' It is implied that each cach of these
groups of songs should be followed by dance of different dancers.

291 (B.294b-295a, G.290). ' See notes 256 above. In the BhP.
(p. 246) occurs the following passage :-

From this it is quite clear that the pindibandha relates to the grouping
of dancers. Of these the gulma is a general colletive dance, the sikhali
is the dance in which partners hold one another's hands, the latu is
the dance of two putting their arms around each other, and the bhedyaka
is the dance of each one separately away from the group. The scetion
292 below dony not quite agree with this view.

2.92 (13.295b-2962, .291). ' See above 291 note.

* See above 291 note 1. * See above 291 note 1.
* See above 291 note 1.

-IV. 293]

Smkhalika, Latabandha, and Bhedyaka. 1

Pindi (lump), a cluster (pula) is called Srikhalika", and that

longest (i e. Asãrita).
-----

289 (B.292b-2937, G.288). ' Vast hero means paderastu. Sir

isarita sisty-five kalis.

3 BhP. docs not identify the gulma and the srinkhalika.

"sanilla= ekanrila=ekasya milla;
of sakrt (=oner).



sana. These should be learnt and properly applied by the
producers [of plays].

The Chandake
295. In the Vardhamana the producer should thus use

[dances]. I shall speak again about the rules regarding the
performance of songs and Chandakas.

296. I shall now speak of the dance and the instrumental
music that should accompany songs consisting of the Vastu' as
well as of their (Angas). During the performance of this song
and music a female dancer should enter the stage; at that time
all the drums are to be sounded and all the stringed instruments

are to be played with Ksepa and Pratiksepa.
298. First of all, the entire words (vastu) of the song

should be represented hy gestures, and next the same should be
shown by a dance.

299. Directions given above regarding the dance, use of

gestures and the instrumental music will apply equilly to thesubject matter of the songs in the Asarita.
300. This is the rule with regard to songs consisting of

the Vastu. Now listen to description of songs made by Angas.

301. Rules regarding the dance, use of gestures and the in-
strumental music which apply to words (of songs) are equally appli-
cable in case of Chandakas which are composed of their Angas.

302. During the Mukha and the Upoliana the instrumental
music should be played with heavy and light Aksaras by keeping
then distinct (lit, separate).

293 (B.296b-297a, (.292). ' The distinguishing featurey of the
three asaritas have been given in note to 289 above.

294(3.2976-298, G.293). 'This passage is not clear. Ag's
*planation (Lp.193) of the yantra and the bhadrüsana is not convincing.

2 For pratiksepa see above 270 note 2.

72 THE NATYASASTRA [ IV. 294-

294. Origin (of Pindis) is twofold : Yantra and Bhadri-

295 (B.298b-299a, G.294).
296-297 (B.299)-301a, G.295). ' Ser above 285-287 unte 1.

298(8.301b-3028, G.297).
300 (B,393b-304a, (%.299).

299 (B,302b-303a, G.298),
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303. When in course of a song some of its parts are
repeated, the parts uttered first should be delineated by gestures

and the rest are to be translated into dançe.

304-305, When in course of a song some of its parts are

repeated it should be followed by the instrumental music which

observes the rule of three Panis and three kinds of tempo. On an

occasion like this the instrumental music should follow the

[proper] tempo.

305-308.. The Tattva, the Anugata and the Ogha relate to

the Karana. Among these, the Tattva is to be applied in slow
tempo, the Anugata in medium tempo and the Ogha in quick tempo.
This is the rule regarding the instrumental music. (Different] parts
of the song in case of a Chandaka are to be repeated. This is
always the rule in (combining] the dance, Gestures and the song.
In case of songs composed in one stanza (nibadilha) commencement

(graha of the playing of drums) should take place at their end,
but in the repetition of the parts [of a large song] such
commencement should take place from the beginning.

The Gentle Dance
309. This should be the procedure in performing the

Asarita songs. Now consider [all] that relating to the adoration of
gode as the Gentle Dance (sukmara).

310. The Gentle Dance with the Erotic Sentiment [relates to]
a dialogue between a man and a woman when they are in love.

Occasions suited to dance

311. Now listen, O Brahmins, about occasions in plays
when dance should be introduced in course of songa.

312. Experts should apply dance when the principal words

of a song [in a play] as well is its [ornamental adjunct known as)

IV. 3. 1

301 (B.304b-3052, G.300). 302 (B.305b-306a, G.801).

303 (B.306b-3078, 0.302). 304-305 (B.307b-808a, G.308-3044).

805-308 (B.308b-311, 01.304b-307). 309 (B 312, G.308)

310 (B.318, 0,309), • 311 (B,314, (7,310),



Varna' comes to & close or when any character attains good

fortune [in a play).

313. And dance should take place on an occasion in a play

when something connected with love occurs between a married

couple, for it (the dance) will be a source of joy.

314. Dance should also take place in any scene of a

play when the lover is near and a [suitable] season or the

like is visible.

Occasions when dances are prohibited

315. But dance should not be applied to the part of a

or separated [from her lover) by a quarrel (halahantarita)8.

316. Dance should not be applied also at a time when it
dialogue is going. on or when the beloved one is not near at
hand, or has gone abroad.

317. And besides this when one realises the appearance of
one of the seasons or the like from the words of a Messenger,
and feels eagerness or anxiety on account of this, no dance should
be applied.

318. But if during the performance of any part of the play
the heroine is gradually pacified, dance is to be applied till its end.

319. If any part of a play relates to the adoration of any
deity one should perform there a dance with energetic Angaharas
which Siva created.

320. And any love-song mentioning relations between men
and women should be followed by a dance with delicate Angahãras
which Parvati (lit, the goddess) created.

Playing of drums
321. I shall now speak of the rules ahout the playing of
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young roman who is enraged (khandita), i deceived (vipralabdha)?

312 (B.315, G.311). ' See NS. (C.) XXIX. 19-32.
313 (B.316, G.312). 314 (B.317, G.313).
315 (B.318, G.314), ' sce NS. XXIV. 216. a ivid. 217.
• ibid. 215., 316 (B.319, G.316),
•317 (B.320, G.316). 318 (B.321, G.817).

910 (B.322, G.818), 820 (3.823, G.819).



DESORIPTION OF THE OLASS DANCE

drums which should follow four-footed Narkutaka, 1 Khanjaka?

322. Playing of drums should begin with the Sannipãta

Graha at a time when a foot of the Dhruva of the Khania or the

Narkuta class has been sung.

323. In course of a Dhruv which consists of even number

of feet with equal number of syllables the drum should be

played with the Graha by the fore finger after its first foot has

been sung.

324. [After performing the Dhruva song with the playing

of drums as directed above] this song should be repeated with

proper gestures [to delineate it], and it should be again sung, and
at the end of its last foot drum should be played.

When drums are not to be played
825. Drums should not be played at a time when the gong

or its Varnas have been finished or it is beginning afresh.
326. During the Antara-märga which may be made by

Trantris or Karanas, the Class Dance should be followed by
drums as well as the Suci Cari.

347. One who will perform well this dance created by

Mahesvara (Siva) will go [at his death] free from all sins to the
abode of this deity.

328. These are the rules regarding the Class Danee
arising out of its application. Tell me what more I am to
speak now about the rules of the Natyaveda.

which treats of the Characteristics of the Class Dance.

-IV. 328 1

and Parigitaka.

Here ends Chapter IV of Bharata's Natyash-tra

821 (B.924, G.320). ' See NS. (C.) XXXI. 511: XXXII. 304 ff.
* See N$. (C.) XXXI. 611; XXXII. 484. 322 (B.325, G.381).
323 (B.326, G.322). 824 (B.327, G.923).
323 (B.328, G.324). 326 (B.329, G.825).
827 (B,830, (.328). 828 (B.381, G.327).



CHAPTER FIVE

THE PRELIMINARIES OF A PLAY

The Sages question.

1-4. On hearing the words of Bharata who continued the

topic of drama the sages were pleased in mind and said, "We have

heard from you about the origin of drama? and the Jarjara? as

well as [the means of] stopping obstacles, and the worship of
gods. Having grasped the meaning we would like to know
in detail (lit. exhaustively), O the very splendid one, about the
Preliminaries with all their characteristies; it behoves you,
O Brahmin, to explain [everything] for our understanding [the

- same properly]"

Bharata answers.
5-6. Hearing these words of the sages Bharata spoke thus

about the rules of the Preliminaries : "O the blessed ones, listen to
me. I am speaking about the Preliminaries as well as of the Pada-

and the Walking-round? [which relate to

Preliminaries defined

7. As it is first performed at the beginning (parvam) in

the stage (ranga) it is called the (pervaranga) ' Preliminaries.

Parts of the Preliminaries

8-11. Its different parts which are to be performed in due

* See NS. I. 89-73.

8 See 1. 54-68.

is a term relating to tila.

3 kabi-unit of the time measure in music. See N8. (C.) XXXI. 608.

3 parivaria. On thir see bulow 23-24, 65-89.

tho the comm. of DR. (MI. 2) is corrupt.

bhägat, the Kalas

them].

w....

1-4 (B.G. same), 'See NS. I. 13-18.

• See N8. III.

5-6 (B.G. same), 'padabhaga-See NS. (C.) XXXI. 308-309. Thi-

7 (B.G. same). 'BhP, defines puroraiga as follow»: 8919ar: 91891:
rate sirl 1 gi fran tai gian naga: (SR. 1. 742) The definition ill

8-11 (B.G. same).
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order with the playing of drums and stringed instruments as well

as withRecitatives (pathya), are as follows: Pratyahara',

and the short types. These songs outside [the performace of a
play] are to be sung by persons behind the curtainlo to the
accompaniment of drums and stringed instruments.

• 12-15. Then after removing the curtain', dances and
recitals? are to be performed with the playing of all musical
instruments, and some song of the Madraka® class is to be sung,
or one of the Vardhamanaka* class along with the Class
Dance [suitable to it should be applied, Then should take place
[one after another) during the Preliminarics the following :

and Laudation 13.
16. I shall now explain in due order the characteristics

of all these which are to be included in the ceremony of the
Preliminaries.

1 See below 17. * See below 18 & See below 18.
• See below 18. • See below 19. • See below 19.
" See below 20. 8 Sec below 20. • See below 21.
1º From this statement it appears that the tirst nine items of the preli-

minaries were performed on the stage covered with a front curtain much
like the modern drop curtain. There were besides thie, two curtains on

two doors of the tiring room. It seems that the front curtain came into

regular use in later times and especially at the end of each act. Cf. javani-

12-15 (B.G. samse). 1 The front curtain; see 8-11 note 10 above.
? Recitals of the Benediction (nandi) and the Laudation (prarocani)

8 madraka-a class of songs.

• Seo below 22-23. • See below 28-24, 65-89. ¿ See below
24-25, 107-113 See below 25-26, 118-116, *See below 26-27.

10 See below 27-28, 119-180. " See below 27-28, 127-130.
1* See below 28-29, 187-141. 18 See below 39-30, 141-142.

16 (B.G. some). ' It may appear that these items of the •Prelimi-

V. 16

Avatarana?, Arambha®, Afravana*, Vaktrapani®, Parighattana®,
Samghotana", Margasärita®, and Asarita® of the long, the medium

Utthapana", Walking round®, Benediction", Suskapakrsta", Ranga-
dvara", Carilo, Mahacari", Three Men's Talk-12

kantar usod as a synonym of 'act' in the KM.

ete.
vardhaminaka-s class of songs with dance. See NS. (C.) XXXIX.

394tf.



17. Arranging of the musical instruments (leapa) is

The Avatarana
The seating of singers is called the Avatarana (lit. coming

The Arambha

18. The commencement of vocal exercise for singing

(parigita) is called the Arambha (lit beginning)".

Adjusting the musical instruments for playing them in due
manner is called the Aéravana.

19. Rehearsing (lit. dividing) the different styles (ittz)
of playing musical instruments is called the Vaktrapani".

The strings of instruments are adjusted duly during the

series to bo performed behind the front curtain, have been made needlessly

claborate. But it is not so. In ancient times people duo to different

conditions of their lives, were not so much punctual in coming to

the theatrical show, They did not come to it all at onee and at any fixed

time. Quite a long time passed before they all assembled. Hence from

behind the curtain the Director offered to the early-comers (naturally

the people who had no haste in their lives) whatever they could,

while preparing for the actual performance. Hence Ag. (I. p. 215) ваук

that nine items of the Preliminaries were meant for a [common] women,

children aud fools. The same practice about the Preliminaries may be

obacrved even now in case of the Yatras or the open air theatrical per-

' H'or the arragement of the musical instruments see the diagram 2.

* For the position of singers ser diagram 2.
18 (B.G. same), 'abravanis-lor details about the performance of

142-145. •
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The Pratyahãra

called the Pratyahãra'.

down)".

The Abravan

The Vaktrapani

The Parighattana

Parighattana®

formances in Bengal, 17 (B.G, same).

his see NS. (%) X.NIX. 120 F.
19 (B.G. same). ' naktrapini-lor details rhout the performanee

or this see NS. (C.) XXIX. 131 ff.
¿ parighallani-Mor the performanes of this se NS. (C.) XXIX.
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20. The Samghotana- is meant for rehearsing the use of

different hand poses [for indicating the time-beat]

The playing together (in harmony with one another] of

drums and stringed instruments is called the Margasarita".

21. The Asarita is meant for practising the • beat of

The Application of songs
And the Application of songs (vitavidhi) is for singing the

glory of gods.

22-23. I shall now speak about the Utthapana (lit. raising)
ceremony which is so styled because from this, the reciters of the
Benediction start (lit. raise) first of all in the stage the performance
(of the play.. Hence the Utthapana is considered by some to he
the beginning (of the performance).

The Walking-round
23-24. The Walking-round (parivatana) is so styled

hecause in it, the guardian deities of different worlds are praised
[by the Directer] walking all over [the stage].

The Benediction
24-25. The Benediction (nandi)' is so called because it

must always include [and invoke ) the blessing of gods, Brahmins
and kings.

145-116.

(C.). XXXI. 59-75. 169-194.

24-25 (B24b-252, G.24). ' For its specimens see below 107 f.

•V. 24]

The Samghotena

The Margasarita

The Asarita

time-fractions, (halapata)?.

The Utthapana

20 (B.G. same), ' samghotani-For the performance of thin see
NS. (C.) XXIX. 137-141.

3 morgasarita-For the performance of this see NS. (C.) XMIX.

21 (B.G. same). ' asirita-For the performance of this sce NS.
" Soo NS. (C.). XXX. 267 f.

22-23 (B,22-23a, G. 21c-22).
23-24 (B.23b-247, G.23).'parivarlana=parivarla see below 65 f.
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25-26. When an Avakrste Dhruva is composed with

meaningless sounds it is called upkavakret?, It indicates verses

for the Jarjara?.

26-27. The Rangadvara is so called, because from this part

commences the performance which includes Words and Gestures.

The Cari and the Mahacari
27-28. The Cãri is so called because it consists of move-

ments depicting the Erotic Sentiment and in the Mahacari oceur
movements delineating the Furious Sentiment.

The Three Men's Talk
28-29.The conversation of the Director (sutralhara), an

Assistant (parivarruka) ard the Jester' is called the Three Men's

The Laudation
29-30. The address which the Director (lit. the expert)

makes suggesting the Denoument of the action (larya.) of the play
in hand with [proper] reasoning and arguments is called the

The origin of the Bahirgita and its justification

30-31. I shall now describe in detail the Aravanawhich is included in the Bahirgita and shall speak of its
origin as well as its justification.

25-26 (B.26, (7.25). ' see below 113-115.
3 The meaning is not clear. B.G. read between 25b and 28a two prose

28-29 (B'29, ('28). ' The Jester's role is assumed by one of the
Assistants. Sce helow 70 where two Arsistants enter along with the Director.
For details of the Three Men's Talk ser below 137-141.

29-30 (B,30, G7.29), 'For details about the Laudation see below
141-142;

THE NATYASASTRA I.V. 25-

The Suekarakrate Dhruva

The Rangadvara

Talk (trigata).

Laudation (p'arocana).

26-27 (B.27, (7.26). 27-28 (B.28 G.27).
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31-32. Now when songs in seven forms' and in Citra? and

were started by musical experts like Nãrada in praise of gods,

all the gods and the Danavas, in the assembly were made to hear
the Nirgita® performed with proper tempo and time beat?.

• 33-34. Now on hearing these happy songs praising the

gods, the Daityas and the Raksasas were all provoked to

jealousy.

34-36. Under these circumstances they pondered lover the

matter] and said to one another: "We are glad to hear (lit.
accept) this Nirgita in accompaniment of the instrumental music,
(and not the songs) in seven forms' about the exploits of the gods,

which they were pleased to hear ; we shall hear the Nirgita only

and shall always be pleased with it. Then these Daityas

[and Raksasas] pleased with the Nirgita urged for its repeated

performance".

The gods approach Narada to stop the Nirgita.

37-38. This enraged the gods who said to Narada, "These
Danavas and Raksasas are pleased with the Nirgita only [and do
not want anything else i.e. songs]. Hence we wish this perfor
mance (of the Nirgita) to come to an end. What do you think
of this?"

• Another name for bahirgila.

1 Seven forms means the types of lalas.

See below 33-42.
° nirgila- instrumental music.

For different aspects of the tain see NS. (C.) XXVIII. 15-16 and

11

•V. 37 ]

Daksine" Margas together with the Upohana* and the Ningita®

Daityas and Raksasas provoked to jealousy

30-31 (B.31, G.30).
31-32 (3.32-33, 6.31-32).

See NS. (C.) XXXI. 497 F.
& See (C.) XXXI. 412.

* Sec (C.) XXXI. 414.

• So (C.) XXXI. 284 ff.

(C.) XXXI. 33-34 (B.34, G.33)e

34-36 (B.35-87a, G.34-96a). ! The seven forms-On this Ag. (1.. 224) і
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Nerada pacifies the gods.

38-41. Hearing these words of the gode Nárada replied,

*Let the Nirgita dependent on the music of stringed instruments be

not stopped, and this (nirgita) combined with the Upohana and

accompanied by the music of stringed instruments will have seven

forms. Enraptured (lit. bound down) by this Nirgita the Daityas

and the Raksasas will not be provoked and they will not create any

obstruction [of the performance]

41-42. This is the called Nirgita to satisfy the vanity of the

Daityas while in honour of the gods it is called the Bahirgita.

12-44. This is to be played by experts in the Citravinal
with metallic strings, and the performance should contain light

It is called the Nirgita because in it there is sung a combination of
sounds carrying no sense, and to satisfy the jealousy of the gods
it is called the Bahirgita".

14-15. The reason behind the Nirgita in its seven forms as
well as the Utthapana and the like, will now be given.

the Pannagas, while the Apsarasas are delighted with the Avatarana.
The Gandharvas are pleased when the Arambha is performed, and
in the performance of the Afravana the Daityas take delight. The

are satisfied, while the Margasarita the pleases Yaksas. When

a kind of vind suitable for being played during the performance of &

drama.

ma, la, ka, la are light.

THE NATYASASTRA i v. 38.

and heavy syllables (alsarn)" and have Vargas® and Alamkaras*.

The gods are plessed with the Nirgita (Bahirgita).

45-54. The Pratyanãra pleases the Rakgasas (Yatudhãna) and

Vaktrapani pleases the Danavas and in the Parighattanã the hosts

of Raksasas are [again] pleased. By the Samghotana Gubyakas

37-38 (3.37b-38, Gr.38b-37). 38-41 (B.38-41, G.38-40).

41-42 (B.42, G.41).

42-11 (B.43-14, G.42-43). 'cilravinã natsoparanjanartha yà vino;

* Syllables like ghal and doit are heavy, and hyllabled like.

* See N$. (C.) XXIX. 19-23.
• See N8. (C.) XXIX. 24-75. 44-45 (B.45, G.44),
45-54 (B.54b-55, 16-53, Ct.45-58)..
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songs (gitaka) are sung the gods enjoy them, and Rudra with

his followers is pleased by the performance of the Vardhamana.

Similarly in the performance of the Walking-round (parivar-
tana) Lokapalas (the guardians of the worlds) are delighted,
and the Moon-god is pleased with the Benediction. During
the singing of the Avakrsta (Dhruva) Nagas are pleased, while

the Rangadvara Visnu is pleased, while the Jarjara, ceremony

pleases the leaders of Vighnas. On the Cärt being • performed

Uma takes pleasure while on the pertormance of Mahacari

the Bhutas are delighted.

55. So much about worshipping the deities in different parts
of the Preliminaries (purvaranga) beginning with the Pratyahãra
and ending in the [Manä] cārl.

• 56. O the best of Brahmins, in course of describing the
different parts of the Preliminaries I have named the gods pleased
by them and mentioned [the individual] parts of it in whick they
take delight.

57-58. The performance of the Preliminaries which means
worshipping the gods, is praised by them (ie. gods) and is con-
ducive to duty (harma), fame and long life. And this perfor-
mance whether with or without songs, is meant for pleasing the
Daityas and the Danavas as well as the gods (lit. denizens of the
celestial region).

59. I shall now tell you [afterwards] while discussing the
rules of Dhruvas' the characteristics and function of performances
with or without songs (sagile, and nirgite) as well as of the

'Before this couplet (89) B, reads one additional iloka (B. 60).

83

Suskavakrsta (Dhruva) pleases the host of Pits (ancestors). In

Vardhamana."

85 (B.58, G7.54). 86 (B.5%, G.55),
87-58 (B. 58-59, (7.58-57).

59 (B.61, G.59). ' See NS. (C.) XXXII.



The songs in the pure Preliminaries

60-63. After performing the songs (gitaka) and the Vardha-
mana?, one should sing the Utthapani (Raising) Dhruva® which has

in its feet of eleven syllables the first two, the fourth, the eighth

and the eleventh as long. It should be [sung in] the Caturasra

(Tala)* and [should consist of] four feet and four Sannipatas®
as well as three kinds of tempo (laya)" and three cæsura?
(yatz). Besides this it should consist of four Walking-rounds
(parivarta) and of three Panis®, and it should be in the Vislokã®
metre and in the same kind of Tala.

64. The Tala in question should consist cunsecutively of

The First Walking-round

65. Thus a Sannipata Tala of eight Kalas should be
observed by the experts. And it is said that a Walking-round
is made up of four such Sannipatas.

66. The first Walking-round in the Preliminaries should
be made in slow tempo (sthitalaya) and on the termination of
the third Sannipata in it (ic. the first parivarta) drums should
be played.

The second Walking-round

67. On the termination of the first Walking-round the
second one (i.e. Walking-round) having commenced in medium

THE NArYASASTRA 14. 0à

Samyã" of two Kalas, Täla of two Kalis, Samya of one Kalà and
Sannipata of three Kalãs. •

60-63 (B.62-65, G.60-63). ' Bee No. (C.) XXXI. 267 ff.
* See NS. (C.) XXXI. 225 ff.

"The term ulthopani dhruva does not occur in the Dhrusadhyayn
NS. (C.) XXXII. * See NS. (C.) XXXI. 9-11.

* See NS. (C.) XXXI. 38-39. * See NS. (C.) XXXI. 4.
* See NS. (C.) XXXI. 532-537.
•Ag. explains three panis as samapari, avara-pioni and esparipini.
• See Nớ. (C.) XXXII. 148.
64 (B.B6. G.64), ' Cf. NS. (C.) XX$1. 24.
85 (B.67, G 65), 66 (B 68, G.68). 67 (B.69, G.87).
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tempo (laya) the Director (and the two Assistants]' should enter

[the stage.

68-69. The three should simultaneously enter [the stage]
with handfuls of flower-offering.. But before that they should get
themselves purified, initiated and furnished with charms for

protection [against evil spirits). They should be clad in white, and
Howers carried by them should (also be white, and they should
be looking with the Adbhuta glance 1 and be in the Visnava

70. The two? Assistants (pariyarstilia) should carry a
golden pitcher phongara) and the Jarjara, and with them by his
side the Director should put forward five ateps.

71. These five steps (willbe] for the purpose of worshipping
Brahman, and the manner of putting them forward will be described
[below] in detail.

72. They should slowly place their two feet three Talas?
apart and then raise [them one by one] on each side and again put
them down at the same [distance].

73. After going five steps' in the manner described above
the Director and his two Assistants (lit. others) should perform
the Sücl Cari with left font moved first and the right foot
afterwards.

74. Then the Director should offer Aowers in Brahman's
circle (Brähma-mangala) which is another name for the centre of
to stage where the deity is supposed to be present.

' Entrance of the two Assistants is implied in this passage.' See
below 88-69.

70 (B.72, 6.70). ' One of the Assistants is to assume the role of
the Jenter in the Three Men's Talk. See above 28-29, 137-141.

tip of the middle finger to the wrist. Her Ns. III, 21 note.

1%. 78)

Sthana® with Sausthava of the body.

68-89 (B.70-71, G.88-69). ' See NS. VIII. 48. " Ser NS. XI. 50-52.

' Jarjara- see N8. III, 73 ff.

21 (B.73a, (.71). ^ B. omite 71b.
72 (B.74, G.28), 'tala-a unit of leugth. The distance tron the

73 (B.75, G.78). 'B. visuaspodi for pañcapadi. 74 (B.78, G74).
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75-77. And afterwards he (i.e. the Director) should res-

pectfully bow to Brahman (lit: Pitamaha) with Lalita gesture, 1

and to mcasure the length of time during the salutation he should

thrice touch the ground with his hand, and his steps should be
[suitably] divided. The second Walking-round which beging with
the entrance of the Director and ends? with the salutation [to
Brahman) and use of gestures [related to it], should be performed

The third Walking round

77-78. Next during the third Walking-round (parivarta)
the Director should go round the Brahman's circle fi.e. the centre
of the stage), perform Acamana and take up the Jarjara. [The
manner of taking it up is as follows :]

78-80. Rising up quickly from (Brahman's] circle
(manuala) he should perform the Suc (lit. Vedha) Cari with this
foot (ir. the right foot) put forward first and the left foot after-
wards. And then he should again raise his right foot which was

on the side and perform the Süel (Vedha) Cari putting forward
the left foot first and the right foot afterwards.

80-83. Going round [the centre of the stage] the Director
should call the person (ie. one of the Assistants) who carries the

water from this vessel]. He should then perform
sprinkle himself with water in due order. Thus after performing
properly the ablution the Director should carefully take up the
Jarjara, the destroyer of obstacles, and this act should be per-
formed along with the beginning of the last Sannipata [of this
second Walking-round].

83-84. The third Walking-round beginning with going

THE NATYASASTRA [V. 75-

in medium tempo (laya).

golden pitcher (Uhingara)? und perform ablution (sunca) [with
Acainana and

75-77 (B677-798, G.74c-76). ' See NS. IX. 201. B reads vandanadhi-

nayunugal for "nayintakal.
77-78 (B.79, 07.77). 78-80 (B.80-81, G.78-79). ' According

tr Ag. (I. p. 233) Vedha « Suci Cäri
80-83 (B.82-94, (7.81)-82)."See above 70.
83-84 (B.85, G.88).



THE PRELIMINARIES OF A PLAY 87

round the centre of the stage (i. Brahmamandala)" and ending
with the taking.up of the Jarjara should be performed in a quick
tempo.

The fourth Walking-round

84-87. After taking up the Jarjara to ward off evils he
should mutter [some Mantras] in eight Kalas. Then be should
perform the Suci (Vedha) Carl by putting forward the left foot
first and the right foot afterwards, and then, move five steps to-

wards the musical instruments. And then again he should observe
the Suci (Vedha) Cari by putting forward the left foot first and
the right foot afterwards. The fourth Walking-round which
begins with the taking up of the Jarjara and ends' with an
approach to the musical instruments should be made in a quick

tempo.
87.88. In this purcaranya which is of the Caturasia type]

movements of hand and feet in it will occupy sixteen Kals while
it being of the Tryasra type such movements will occupy Twelve

88-89. [The Director and the two Assistants] should make
three salutations by touching the ground, with the hand and
hefore this they are to sprinkle themselves with water, but in case
of the Tryasra (Preliminaries such sprinkling] has not been
prescribed'.

89-90. In this manner they should perform the Utthapana

' See NS. III, 23-30 note.

88-89 (B.90, G,88).' This and the preceding (87-88) passage should
properly go after NS. 64 for they-relate to the Utthapana which should
come before the Walking-round; sec before 22-23.

.V.891

Kalãs only.

The Parivartani Dhruva

(lit. raising). Then-comes the Parivartani (Walking-round) Dhruva

8487 (B.86-88, (7.84-86). ' B. reads kulapo nigamantakah.

87-88 (B.89, G7.87).

89-90 (B.91, G,89). ' For caturaste, B. G. calurasram.
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which should be performed in the Caturasra (Tala) and medium

tempo and with eight Sannipätas.

90-91. The Dhruvä (song) which has only the last syllable
long in its four feet of eleven syllables, is called the Parivartant

91-92. During the singing of this Dhruva the Director
should move leftwards' in the Vartika Marga with graceful step
in accompaniment of instrumental music and should bow to
[different] deities in directions belonging to them.

92-93. And during the foot movement [mentioned above]
euch step of the Director should consist two Kaläs. and morement
in each direction should consist of two Sannipatas.

93-94. Then he would observe the Süci (Vedha) Cãri
putting forward the left foot first and the right foot afterwards
and putting the latter at a distance of two Talas.

91-95. In this manner he should go five steps with
the Atikranta Car'' and bow to different deities in directions
belonging to them.

95-97. First of all he should bow to the eastern direction
presided over by (Sakra) Indra, secondly he should bow to the
southern direction belonging to Yama. Thirdly he should bow to
the western direction ruled by Varuna. Fourthly he should bow
to the northern direction of which Dhanada (Kuvera) is the
protector.

97-98. After bowing to these directions he should perform
the Suci Cari putting forward the left foot first and the right foot
afterwards and begin the Walking-round:

95-99 Then with his face towards the east the Director

98-99 (3.99, 07.98),

THE NATYASASTRA [ V. 90-

(Walking-round) Dhruvã.

90-91 (B.92, G.90).
91-92 (B.93, G.91).. ' vomakena (varlikena, B).
92-93 (B.942, (7.92. 1B. omits 93a.
93-94 (B.94b-95a, G.93).
94-95 (B.95be, G.94). ' See NE. X. 29.
85-97 (B.96-97, G.95-96). 97-98 (B.98, G.97),
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going forward three steps by 'masculine', 'feminine' and "neuter'

feet [one after another].

99-100. The right foot is 'masculine' and the left foot is

'feminine' while the right foot not (much] rised is c. lled 'neuter.

100-101. Siva ([a) should be bowed to with the masculine

foot [put forward first] while in bowing to Brahmair the neuter foot
[should be so put forward]'.

The Fourth Man enters.

101-102.The Walking-round should be [fnished] thus, and

then the Fourtlf Man (catutha-kara) should duly enter [the stage]
with flowers [in his hands}.

102-103. And he should duly offer Puja to the Jarjara and
to all the musical instruments (lintapa) as well as to the Director.

105-107. His foot-movements during the Puja should 'be
made to accompany the playing of drums, and there should be no
song sung then, but only meaningless syllables should be chanted

10+-105. After offering the Puja the Fourth Man should

make his exit. And then should be sung an Avakrst Dhruva in

105-106. This Dhruva should abound in heary syllables
and depend on the Stayi-rupt and be made up of eight Kales,
and its Tala should be Avapãnika.

•8. 100 ] B9

should bow to Siva (Rudra), Brahman and Vignu (Upendra) while

(stobhakrina).
Singing of the Avakrst Dhruva

Caturasia (Tala) and slow tempo (thite-layn).

99-100 (B.100, (7.99).
100-101 (B.101a-)02b, G.100). ' B. repeate here 90-91.
101-102 (B 103/ G.101).

102-103 (B. 104, .192). ' See NS. ILI, 11-13.

103-104 (B.105, G.103).

104-105 (B.106, G.104). 'Que of the sis kinds of Dhrius. See Ns.

(C.) XXXII. 154-159).

105-106 (B.107, 4.105). ' SoNS. (G.) XXIX. 21.

12
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• 106-107. The Avakrsts Dhruva is a song consisting of

four feet of ten syllables of which the fourth, the fifth, the seventh

and the eighth will be short.!

Tho Benediction

107-108. Then the Director will recite in a medium

(madhyama) tone the Benediction which should consist of eight

108-109. These are the specimens of Benediction) :

Tv. Salutation to all the gods. Blessed be the twice born
class. Mny Soma the king attain victory as well as healthy life
and earthly) enjoyment.1

109-110.

Ti. Let there be an adrancement of the cause of the

Brahmins, and let their enemies be killed, and let the great king rule

this earth together with all the seas.

Tr. Let this state prosper, and this theatre flourish and let

106-107 (B.108). ' G. omits this.

107-108 (B 109, G.106). ' For different interpretations of pada sce

occur in the published Abhinavabharati.

THE NATYASASTRA

or twelve feet (vaila)."

namo'stu sarvadevebhyo

jitam somena vai rajia
arogyam bhoga era ca i

brahmottaram tathaivastu
hata brahmadvisas tathal

prasastvimãm maharajah

pithivim ca sasigaram

110-111. rastram pravardhatam caiva
rangas cayam samdhyatam
preksakartur mahan dharmo

bhavatu brabmabhavitah o

Léri, pp. 139-133, II. 25-26. Ragharabhatta quotes from Ag. in his Däkun-

talatika (p. 6) the following : Gafa danana fastia atan or time.

or and M d 7744. These passages do not

• 108-109 (B.110; G.107). * See Lévi, p. 133.

109-110 (B.111, G.108). 110-111 (B.112, ©.109).
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the producer of the theatrical show attain virtues proceeding frous

the Vedic knowledge.
111-112.

Tr. Let the plywright (lit. writer of the kanya) attain fame
and let his virtue increase, and by this kind of sacrifice (vaji),
let the gods be always pleased with him.

112-113. After the recitation of each of such Benedictory
poems the to Assistants should loudly and distinctly say, "Let
this be so."

113-114. The Benediction should thus be performed dulyaccording to the rules [mentioned abore] Then should be sung

114-115: This Dhruva should consist of nine long syllables
first and then sis short syllables followed by three long syllables, eg.

115-116.

116-118. After properly performing the Suskavakrata

Dhruva, he (the Director) should recite in a loud tone one Sloka in
adoration of the deity in course of whose worship [the dramatic
performance is going to be held), and then [another Sloka] paying
homage either to the king ar to the Brahmins should be surg.

118-110. After reciting the Jarjara Sloka in what is called
the Rangadvara (lit. entry into the perforinance) he should again
read another Sloka to honour the Jarjara?.

111-112 (B.113, G 110).

116-117 (3 117b-1183, G.115). 117-118 (B.1186-119a, G 116).

•V. 118]

kavyakartur yadas castu

dharmas capi pravardhatam 1
ijyaya canaya nity.m

priyantam devata iti l

The Suskivakrsti Dhruva

the Suskavakrst Dhrusā and verses praising the Jujara.

digle digle jhande jhande jam

bu ka va li ta ka te te ja.

Tho Rangadvara

112-113 (B.114, G.111a). 113-114 (B.115, G.112).

114-115 (B.116, 0.113). 115-116 (В,1177, G.114).

118-119 (B.119b-120a, G.117), ' ' Mes. reading is jarjarasya vinasana



The Cari

110-120. And after the Jarjara has been honoured, * he
should perform a Cari and the two Assistants, should step

backwards.
120-121. Then the Addita Dhrusal should be performed

121-122. The Dhruva (song) which has the first, the fifth
andi the last syllables long and the remaining syllables short in all
its four fuet of tielve syllables, is called the Addita.

122-123. I shall relate its application according to the
procedure adopted by diva (Mahesvar), and Uma when performing
it in the past with the display off diferent States phara) and

movements.
123-125. After assuming the Avahittha Sthana (posture), '

and plating the luft hand [fust] with its palm downwards on the
navel and taking up the Jarjara, by his other hand,? the Director
should go five steps, with his left hind showing the Pallava gesture;
and while going he should cover one lala at each step and move
his limbs gracefully?.

125-127. Afterwards he should perform the Süe Cart by
putting forward his left foot fist and the right foot afterwards.
Then the Director (lit the expert one) should recite a Sloka with
love as its subject-matter, And after reciting this Cärl Eloka and

But this gives no relevant meaning, We emend it to.

165.
just possible that she wriginal reading has bech changed. We thorefore

3B. reads betseen 123b. and 124 an additional hamistich.

THE NATYASASTRA [V. 119

with the medium tempo (laya), Caturasra Tala and four Sannipatas.

(211914220).
jarjarasya vimananan,

119-120 (3.120b-121 G-119, ' Boud minayina (B,G: nomasia),120-121 (B.1216-1222, G.119). 'See below 121-122, also N8. (C.)
XXXII. 10, 357.

121-122 (B.1220-1230, G.121), 122-228 (B.123b-125a, 6.121):
123-125 (B.124b, 125b, 126, G.122-123). ' Defued in Nd XIL. 16t

3 Mss. lead luludhitam. But its meaning is not cloar. It is

emend this to taladhitan mening 'held in palm"' or. 'held by hand.'

128127 (B127-188, (7.124 125).
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performing the Walking-round, he should with his face towards the
front withdraw backwards with steps described before.

127-128. And after placing the Jarjara in the hands of one

of the Assistants He should perform the Mahacari in accordance
with the rules laid down below.'

• 128-130. During this Cari the Dhruva song should be of
the Caturasra type and in quick tempo, and it should have
four Sannipatas and eight Kalas. This Dhruve song should have
feet of eloven syllables of which the first, fourth, seventh, tenth
and the last are long and the remaining ones short.

130-131. (An example of the Caturasra Dhruva) :

1'%. Let the ever-pleasing Class Dance of Hara (Siva) after
the destruction of the world, which sinashed the hills by the
impact of his feet and agitated the ocean with all creatures living in
it always give you protection.

130-131. Then he should step towards the druns (bhand)
and afterwards perform the Suci Cari followed by i change of the

132-133. Afterwards he should move his feet gracefully.
with & quick tempo, and keeping them three Talas apart, he
should go five steps. There again he should perforin the Sücl
(Vedha) Cart with his left foot put forward first and the right one
afterwards.

131-135. And with the foot movement (described above] he
should move backwards with his face towards the front, and again
le should go three steps forward in a similar manner; and then he

-Y, 130) 99

The Mahacari

padatalähati-patita-sailam
ksobbita-bhüta-samagra-samudrum 1

tandava- nrttam idam pralayantepatu harasya sada sukhadãyi l

Vikgepa.

127-128 (B.129, G.126).
180-131 (B.132, G.129).
132-199 (B. 1341858, G.131-1324):

128-130 (B. 130-131, C.127-128).
131-132 (B.133, G.130),

184135 (B.1856-138, 0.138b-138).



should again perform the Suct Cärl with his left foot put forward

first and the right foot afterwards.

136-137. Then he should recite a couplet calling up the

Furious Sentiment while bringing his feet together; and then after

going three steps he should call for the two Assistants, and on their

coming up, & Narkutaka Dhruva should be sung. Atthe time of

putting forward the left foot first and the right foot afterwards.

The Three Men's Talk

137-138. Then in case of a play in the Verbal Style (bhar

During it (this Talk) the Jester should suddenly come in and
deliver a discourse consisting mostly of irrelevant words to excite
the smile of the Director,

138-139. In this discourse should be brought in some
controversial topic with an abrupt remark or an enigmatical utter-
ance [of some kind], and questions such as who is (therel and who
has won, leading to the plot of the play (lit. the poem), but no
unpleasant topie should be brought in.

140-141. In the Three Men's Talk an Assistant talks with
the Jester who finds fault with his words which are, [however,)
supported by the Director.

The Laudation

141. Then the Director (lit. an expert) should put in the
Laudation and the Invitation [to members of the audience], and

for the success of the performance (ift. the stage) the subject of the

play should again he mentioned.

142. After putting into practice all these rules, all the three
persons (ie. the Director and the two Assistants) should perform

THE NATYASASTRA (V. 136

singing this Dhruva he should perform the Süci (Vedha) Cãri by

rati orlti) the Three Men's Talk (trigut) shoild take place.

136-137 (3.137-7382, G.134-135a).
137-138 (13.138b-1397, G.135b-136a).
138-139 (B.139b-140, (7.136b-137).
140 (B.111, G.omits).
148 (B:143, G.130)k

141 (B.142, G.138).
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the Süct (Vedha) Cari, and they should go out together while

performing any Cärl other than the Aviddha one.

143-144. Thus, O Brahmins, should be performed the

Preliminaries of the Caturasra type; now I shall speak of that of

the Tryasra type. Its use is similar and its component parts are

the same ; the only feature that distinguishes it from the Caturasra

one is its abridged measure of Tala.

115-146. [In it the Samya should consist of two Kaläs and

the 'Tala of one Kald, and again the Samya is to consist of one Kala
and the Sannipata of two Kalas. With this kind of measurement
of Kali, Tala and tempo, should be performed the Tryasra Preli-
minaries which include the Utthipana and such other items.

1+7. The Dhruva (song) which has the fourth, the eighth,
the tenth and the last syllables long in all its four feet of twelve

148. In the Tryasra Preliminaries an expert dancer should
abridge the instrumentil music, movements [of persons!, Dbruvã
songs and their Tala.

14. The actions and movements [of a dancer] are to be
made of two types-elaborate and abridged-according as the
instrumental and vocal musies are such.

150-151. It is said that each movement of hands and feet
should be of two Kalas' duration, and in any Walking-round in the
Caturasra (Prelininaries) the hands and feet should be moved
sixteen times, while in the Tryasra Preliminaries they are to
move only twelve times.

151-152. This is the measurement of both (i.e. of hand and
foot movements) in the Preliminaries. But in the Walking-round,
the foot movement should consist of three steps only, but in bowing

151-152 (B, 152b-153, G.148b-149).

=8: 101 1

The Tryasra Preliminarios

syllables, is called the Utthäpana Uhruva of the 'Tryasra (type).

143-144 (Bo1 44-145, G.140-111).
145-145 (B.146-1+7, G.142-143).
148 (B.149, G.145).
150-151 (B.151-159a, .147-1489).

147 (B.148, G.L 14).
149 (B.150, G.146),
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to [the different) directione in the Caturasra Preliminaries one

should go five steps.

153. [But all these matters] should be performed in the

Trya-ra Preliminaries according to the measure of T'äl as the

master of the art thinks fit. Hence to avoid repetition no [elaborate)

direction about the same has been given [here).

154. O the best of the Brahmins, thue should be pertorm-

ed the pure Preliminaries of the Caturasia and the Tryasa types,
which relate to a play depending on the Verbal Style.

The Mixed Preliminaries

155. So much about the pure Preliminaries which I was to
describe. I shall now till you how the producers may turn them
to one of the mixed (citin) type.

and resounded with the well measured loud songs of musical ex-
perts, Dundubhis should be played again and again.

158. [And in the mised Preliminaries thus begun] clusters
of white flowers should bn scattered all over the stage], and the
Angaharas should be performed by [dancers dressed as] goddesses.

159-160. The Class Danco which has been described above

should intervene the sepiate fuet of the Benedictory (namb)
poems (puda). This rule should be put into practice by those who
would turn pure Preliminaries into mixed ones.

161. After the 'pure' Preliminaries have been duly made
'mixed' [all the duncers dressed as] goddesses should make

their exit.
102. After the exit of all the feinale dancers the other

parts of the Preliminaries should be performed.

159-160 (B.160-161, G.156-157).

TEE NATYASASTBA I V.109.

150-157. After the Utthapani (Kaising) Dhruva has been
decorat d with flowers giren by the kourth Man (raturthakara)

with its [Pinli), Rockus, Angaharas, Nyasas and Apunyasas

153 (B. 154, G.1:0).
155 (B.156, G.152).
158 (B.159, G.155).
161 (B.162:2, 163a, G.158).

154 (B.155, G.151).
156-157 (B.157-158, G.153-154).

162 (B.163b-164a, G.159).
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163. This is the manner in which the pure Preliminaries
should be changed into mixed ones. But in the Preliminaries, be
they of any type, there should not be too much dance and song.:

164. If [in a performance] songs, music and dance continue
fortoo long [a time] they tire out the artists as well as the
spectators.

165. Tired [persons can neither attain or help to attain a
clear impression of the Sentiments and the States, and because of
this the rest of the performance (ie. of the play itself) cannot
excite pleasure.

166. After performing the Preliminaries, be they Caturasra
or Tryasra of the pure or mixed type, the Director along with his
Assistants should make their exit from the stage?.

Introduction of the play

167. After the Preliminaries have been duly performed' in
the manner described, the Introducer (sthapalia)? should enter
(the stage] and he should resemble the Director (sutralhara) in
every respect (lit. in quality and form).

163 (3.1644-165a, G 160).
165 (B.166b-167a, G.162). ' B. reads one additional couplet after this.

1690-1728) after this.

serms to be defective; for the nominative to this prajuiya cannot be

that the sülradhäre (the Director) having gone out after the Preli-
minaries (purvaraiiga), snother actor enters to introduce the drama
(111. 2). The same is the opinion of Saradatanaja (c. 1175-1250). Sce
the Bh P. p.228, lines 56. Visvanitha also espressed a similar opinion.
See the SD. VI. 26. Honce this passage should be construed some-

janma no ridyale. It seems tlat Blast eut down the Preliminaries
and made an end of the practice of getting the play introduced by thie

• -V. 167 ]

164 (B 165b-166a, G.161).

166 (B 168b-169a, G.168). ' B. rends tiree additional couplets (B.

167 (B 1 2b-1738, G.161). ' The rending prajujya in llis passage

sthispaka (Introducer). Dlianañjoya (e. 10th century) elearly saye

what liko the well-known proverb salhe ca rimanam dister punar.

sthispaka. This assumption will explüin why Bana wrote sutradhära-
erlarambhaih etc. (Hargascarita, Introduction, 15).

' Ag. says stiradhara era sthopakah, ef. nota 1 above.
13



168. He should assume the Vaignava Sthan (posture) and

the Sausthava® of the body, and on entering the stave he should

observe the foot movements which the Director had used.

169. At the entrance of the Introducer the Dhruvs should

be made suitable to the occasion (lit. meaning) and it will be either

170. Then he should perform a Carl in praise of. gods and

Brahmins in accompaniment with the recitation of lokas contain-

ing sweet words and evoking various Sentiments and States.

171. After thus pleasing the spectators (lit the stage) he

should announce the name of the play-wright (lit. the poet, and

then he is to start the Prologue (prastavana) which relates to

proclaiming the theme of the play (lit. the poem)'.

172-173. Then by mentioning (lit. having recourse to) & god
in a divine [play], a man in a human [play] and a god or a man in

[a play] where gods and men (meet, he] should proclain in ditferent

ways the subject of the play [lit. the poem] by variously alluding

174. After introducing the play the Introducer (lit. the

Brahmin who makes the introduction of the play) should go out

[of the stage). Thus should be performed the Preliminaries accord-

ing to the rules.

175. If any producer of a play will perform the Preliminaries
according to the rules laid down, nothing inauspicious will happet
to him and be will [after his death] reach the heavenly region:

176. [On the contrary] whoever produces a play in an
willful violation of the rules lin this matter] will sustain great loss
and will [after his death] be reborn as a creature of a lower order.

^ See XI. 89b, 91a.

112-173 (3.178-179, G;169-170). ' See SD. VI. 27. also DR. II. 3.

98 THE NATYASASTRA 144. 16b-

Caturasra or Tryasia and be in medium tempo.

to its Opening (mukla) and Germ (biju)'.

168 (B.173b-1742, G.165). * See XI. 50-51.
169 (13.174b-175a, G.166). 170 (B. 175-1762, G.167).

171 (B.176b-1774, 0.168). 1 B. reads one ndditional hemistich.

.174 (B.180, G.171). 175 (B.181, Q.172).

176 (B.182, G.173).
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177. Fire fanned by a strong wind does not burn (anything]
so quickly as does the wrongly made production.

178. In this manner the Preliminaries of two different ex-
tents (pramana) should be performed by the people of Avanti,

179. O Brahmins, these are the rules regarding the Preli-
minaries. Tell me what other rules relating to the Natyaveda
should be discussed now.

which treats of the Preliminaries to the production of a play.

179 (B.185, G.176). • The portion of this chapter after this loka
has not been translated. It is not from the hand of author of the NS.

• V. 179 ] 99

Pañcala, Daksinatya and Odra regione,

Here ends Chapter V oi Bharata's Natya‹ästra

177 (B.184, G.175). 178 (B.184, G.175).



CHAPTER SIX

THE SENTIMENTS

The, sages question.

1-3. After hearing about the rules regarding the Prelimina-
ries, the great sages continued their inquiries and said to Bharata,
"Answer fire of our questions. Explain how the Sentiments

enumerated by experts in dramatic art attain their special qualities.
And why are the thards (States) so called, and what do they
bhavayanti (make us feel)? Besides these, what are the real mean-
ings of terms such as, Digest (sumyrala) Memorial Verse

Bharata answers.

4. At these words of the sages, Bharata continued speaking
and mentioned in reply to their question the distinction between
the Sentiments and the States.

5-7. And then he said, "O sages, I shall tell you in
detail and in due order about the Digest (sumgraha), the Memorial

means to exhaust all the topies about drama (nalya); for science
(inar), and arts and crafts (silpa)? connected with it are

repectively manifold and endless in number. And as it is not
possible to treat exhaustively (lit. to go to the end of) even one of
these subjects which are (vast] like an ocean, there cannot be
any question of mastering them all.

8. [Hence] I shall tell you about the Digest on Sentiments,
States and such other matters, which has its contente embodied'

'For a possiblo chronological implication of

(liärika) and Etymology (nirlita)"?

Verse (liarilia) and the Etymology (urikt). I am not able by any

1-3 (B.G. same).
sangraha, kariko, virukla, sutra and bhasya mentioned in this chapter
see Sist. Poetics, Vol. I. pp. 28 f. 4 (B.G. same),

3-7 (B.G. same). 'junini usukaranadini sastrani (Ag).
. " silpani-citrapustadi-karmani (Ag).

8 (B.07. same). ' Road sütragaulhirtha.
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in a small number of Sutras (short rules) but which promotes
inference [about the understanding of the subject].

Digest, Memorial Verse and Etymology defined

9. When subjects taught in detail have been compressed
and brought together in [a number of] Sutras and their Bhasyas
(commentary), these latter constitute according to the learned a

10. The Digest [of the Natyaveda trents) the Sentiments,
the States, the Histrionic Representation (ahhing), the Practice

the instrumental music (atoly), songs and the stage. I

11. When a rule (lit. meaning) is explained (lit. uttered)
briefly in the manner of a Sutra by means of a minimum (lit. small)
number of words it is called the Memorial Verse (iarilia) which
shows the meaning (of the rule clearly).'

12. The Etynology (nirukto) is that which arises in con-
nexion with various nouns, is helped by dictionaries and rules
of grammatical interpretation, includes the meaning of the root
involved as well as the reasons modifying it, and is helped by
Various findings [of Sastras]

13. When the meaning [of a noun] is established from a
consideration of its root land pratyay or affix), words expressing
[such] meaning in brief are called the Etymology.

14. O the best of the Brahmins, [the subjects included into]
the Digest (samgraha), which I mentioned earlier, will now be
discussed in detail with the necessary Memorial Verses (karika) and
Etymologies connected with them.

10 (B.G. some). ' B. adds one more couplet after 10.
• ' Ono additional characteristie of the kariko i

that it should be generally composed in motres like üryà or 8loka, e.8

( VI 14-

Digest (samyraha!.

(dharme), the Styles (ville), the Success (sidhi), the notes (suara),

9 (B.G samne).

11 (B.18, G. same).

the Samchyaköriki.
18 (B.18, G.18). 18 (B.14, G. 13!: 14 (B.15, G.LA).



108
The eight Sentiments

15. The eight Sentiments (rasa) recognised in drama

16. These eight are the Sentiments named by Brahman;
I shall now speak of the Dominant, the Transitory and the
T'emperamental States. I

The Dominant States

the following: love, mirth, sorrow, unger, energy, terror, disgust

and astonishment.

18-21. The thirtythree Transitory States (ryabhirari-
blara)' are known to be the following : discouragement, weakness,
apprehension, envy, intoxication, weariness, indolence, depression,
anxiety, distraction, recollection, contentment. shame, inconstancy,
joy, agitation, stupor, arrogance, despair, impatience, sleep, epilepsy,
dreaming, awakening, indignation, dissimulation, cruelty, assurance,
sickness, insanity, death, fright and deliberation. These are
defined by their names.

The eight 'Temperamental States

22. Paralysis, Perspiration, Horripilation, Change of Voice,

•to this number.

and others translate it as 'mood' (loc. cit.). We are with Haas who translates

it as 'State.' See DR. p. 108.

nant emotion' (Skt, Drama) and Haas as 'Permanent State' (DR.) and
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are as follows: Erotic (frigarn), Comic (lasya), Pathetic (larunn)

Furious (rawlra), Heroic (ver), Terrible (bluganaka) Odious

(bibhatsa) and Marvellous (abhuta).°

17. The Dominunt States (sthambhard) are. known to be

15 (B.16, G.15), ' rascA. K. Coomaraswamy is for translating the

mard as 'flavour' (MG. p. 17).

* The later writers on Skt, poetios add one more rasa. (amla)

16 (B.17, G.16), ' bhava-A. B. Keith translates this mord as

'feeling' or 'emotion'. See Skt. Drama, p. 31% A.K. Coomaraswamy

17 (B.18, G.171. ' sthisgibhuva-Keith translates the term as 'domi-

- others as 'permauent mood' (e.g. S. K. De, Skst Poctics, Vol. II. p. 26).

18-21 (B.19-22, G.18-21), 'Thesa are also known as sailari-bravo.

$9 (8.28, 0.88). 'süttoike blissa-The word salloiho cannot be

Tatyana Pryhodko
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Trembling, Change of Coloir, Weeping and Fainting are the eight

Temperamental States?.

The four kinds of Histrionic Representation

23. The four kinds of Histrionic Representation are Ges-

and the Representation of the Temperament (sattvila).*

The Two Praotices

24. The Practice of Representation (dharm)' in a dramatic

The four Styles

And the Verbal (bharati), the Grand (sattenti), the Graceful

properlytranslated into English. Keith does not make any such

Involuntary States'. But this serms to be very misleading, for the

Ns. takes sattva to be connected with manas. (see VI. 94), and most

of the luter writers follow this work in this respect. So the

definition ofsaltra which is as follows: 2814#

The autor of tho BhP. elaborately defines the term sattra and discusses

the psychological process connected with its use; sce (pp. 13-14).

23 (13.24, G.23). 1 Gigika- means Gestures of special kind defined-

= casika- means Words suitable for representation of the different

correetly usa, But the meaning is clear; for details about dharmi sce

' Haas translates villis as Styles of Procedure (DR. p. 67). Tho

(Skt. Drama, p. 326). For details about vittis see NS. XXU. If,
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tures (angika)", Words (racilcu)?, Dresses and Make-up (alarya) ®

performance Is twofold: realistic (Lolaharme, lit. popular) and
foventional (nalyadharme, lit, theatrical).

(liaisili) and the Energetic (arabhut) are the four Styles (retti)s.

attompt (sce Skt. Drama) Haas translates the saltrika-bhard &s

aut).or of the ND. (AIT. 153) mrites maíd an eu anuilan agrefa sifer:

Han Ra (XXIV. 7).

Visvanathe in his SD. (164) defines salta as follows iT 7.ві
in the sustra; sec N8. VIII-NU.

States (bhara) composeel by the playwright. Sce NS. XV-NXII.
* Seo NS. XXIII. • Sce NS. XXIV.
24 (B.25-26a, G.24-25a). ' dharmi-This word has not heen very

NS. XIII 69-81.

four Styles aro translatrd by hin as Eloquent (bhurali), Crandiose (sälleali)
Gay (krisiki) aud Horrific (arabhali). We follow Keith's translation
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The four Local Usages

madhyama are the four Local U-ages (partti) in a dramatic
performance.

The Success" in the dramatic performance is of two kinds:

The Notes

2'7-29. And [musical] notes such as, Sadja, Rsabha etc. are
seven in number; and they fall into two groups i human (darira
lit. from body) and instrumental (main ra lit. from the Vinã).

The four kinds of musierl instruments

The musical instruments are of four kinds?: stringed (trala)

Among these, the stringed (later) means an instrument with
strings, the covered incunadtha) means a drum, the solid (ghans)

29-30. Songs which relate to Dhruvas are of five kinds' :

as 'Loval Characteristics', (Ser DR, p 74). The five geographical names

these sere the parts of India wiere dramatic show was current at the time
wien tradition recorded in this No, arosc. Omission of the north-castern
part of India, including Bengal and Assam, probably slows that at
that time these places were still in many respects outside tho palo of

list may be explained on the assumption that it being on the way of
the new immigrants win frequently poured into this country the forma-

THE NATYASASTRA ( 41.26.

24-26. Avanti, Daksinitya, Odramägadhi and Pañcala-

The Sucocsa

divine (lairil,) and human (manusi).

covered (renadila), solid (gland), and hollow (susira).

a cymbal and the hollow (sisire) a flute.

The five kinds of Dhruvãs

25-26 (13.26b-276, G 201-2fs). ' pravitti-Huas translates this word

(Avanti, Diktinitya, Odra, Magalla and Pucald) probably slow tat

Aryanized Inilia. Anthe omission of the north-westorn India froun this

tion of aur astonished usage was difficult. For dotails sout pravillis
see N.. XIV. 36-56.

3 sidhi (ruccess) l'or details about the Suceess see NS. XXVII. 1 f.
27-29 (13.281-30, G.27b 29). ' See NS. (C.) XXVIII. 19, 11.
*. See NS. (C.) XXVII. 1-2.

29-30 (B.31-333, (1.30-31a). ' See NS. (C.) XXXII. 384-352.
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(prasadila) and intermediate (antara). And the playhouse is

31. So much about the Digest on drama giving its con-
tents (lit, meaning by a sinall number of Sutras (concise rules).
I shall now speak about the contents of the Sutra-work'.

The Sentiments explained

In that connexion I shall first of all explain the Sentiments
(rasa). No meaning proceeds [from speech] without [any kind
of] Sentiment. The Sentiment is produced (ras-nispattih) from

any instance (istanta) [parallel to it]. [Yes], it is said that, as

taste (rasa) results from a combination of various spices, vegetables

und other articles, and as six tastes (rasa) are produced by

articles such as, rawsugar or spices or vegetables, so the
Dominant States (sthaibhand), when they come together with
various other States (bhara) attain the quality of the Sertiment

(ir. become Sentiment)*. Now one enquires, 'What is the meaning
of the word rasa"? It is said in reply to this [that vasa is so
called] because it is capable of being tasted (astalgate). How
is rasa tasted? [In reply] it is said that just as well-disposed
persons while eating food cooked with many kinds of spices enjoy
(ascadayanti) its tastes (rasa) and attain pleasure and satisfaction,

* B. adds one couplet after 30.
31 (B.33b-31a, G.31b, c). "The original of the next passage till the

beginning of 33 is in prosc.
* The Ns. nowhere explaina the terms nispalli and samyoga of this

definition and does not include tho shiyibliva in it (the def.). Hence the
theory of rasa has come to be interpreted differently in later times by

(Bengali), Calcutta, 1948. pp. 33 ff.

8 G. adds here one sentenee more (bathi........

14

- VI. 31 ]

entering (pravesa), casual (alisepa), going out (nislirama), pleasing

of the three types: oblong (vilizsla), square (calurasia) and
triangular (tryasra)?

a combination (sunyoga) of Determinants (vibhara), Con equents
(anubhara) and Transitory States (eyabhicari-bhaon). Is there

Lollata, Sankuka, (Bhatta) Niyake and Abhinavagupta. For a brief
exposition of their views see Visuupada Bhattacarya-Sahityamimans

..mispattil).

•tatraha (G. raya acah). •
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so the cultured people taste the Dominant States (stha/¿bhava)

while they see them represented by an expression of the various

States with Words, Gestures and the Temperament and derive

pleasure and satisfaction. Thus is explained [the Memorial Verse

are two traditional couplets:

32-33.Just as connoisseur of cooked food (bhakta) while

eating food which has been prepared from various spices and

other articles, taste it, so the learned people taste in their mind

the Dominant States (such as love, sorrow etc.) when they are

represented by an expression of the States with Gestures. Hence

these Dominant States in a drama are called the Sentiments 1

The relation betwoen the Sentiments and the States.

3Now one enquires, "Do the States (hara) come out of the
Sentiments (pa) or the Sentiments come out of the States ?"
On this point, some are of opinion that they arise from their
mutual contact. But this is not so. Why?

"It is apparent that the Sentiments arise from the States
and not the States from the Sentiments. For [on this point] there
are [traditional] couplets such as :

34-35. The States are so called by experts in drama, for
they cause to originate (bhavayanti) the Sentiments in connexion
with various modes of dramatic representation. Just as by many
articles of various kinds auxiliary cooked food (manjana) is

• See below 33-34.

32-33 (B.35-36, G-32-33). ' For a discussion on Bharata's theory

?, The original of this passage till tho beginning of 34 is in pross,
but its reading eeems to be confused. In the light of the fivo kärikas that
follow one may be justified in clanging the order of some sentences and

But if it is really an instance of textual corruption it may be said

to have been sanctified by time, for Bhoja who refuted Bharata's view on

p. 26.

THE NATYASASTRA [VI. 32*

ending with] tasman atyarasà itz. For in this connexion there

of rasa see Skt. Poetics, Vol. I. pp. 25 ff.

in emending it partially ae follows: Mait daft maut raininfafa fafafa, à

bhavas giving riso to rasas relied on this toxt Cf. V. Raghavan, Sr. Pr.

34-38 (B.38-39, 67,84-85).
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brought forth, so the States along with different kinds of Histrio-

nic Representation will cause the Sentiments to originate.

36. There can be no Sentiment prior to (lit. without) the

States and no States without the Sentiments [following it], and
during the Histrionic Representation they are produced from their
mutual relation.

37. Just as a combination of spices and vegetables imparts
good taste to the food cooked, so the States and the Sentiments
cause one another to originate (bhavayanti).

38. Just as a tree grows from a seed, and flowers and fruits
[including the seed] from a tree, so the Sentiments are the source
(lit. root) of all the States, and likewise the States exist [as the
source of all the Sentiments]'.

The eight Sentiments from the four original ones

Now we shall describe the origins, the colours, the [presiding]
deities, and examples of these Sentiments. Sources of these [eight]
Sentiments are the four [original] Sentiments e.!. Erotic,, Furious,
Heroic and Odious.?

39. The Comic [Sentiment] arises from the Erotic, the
Pathetic from the Furious, the Marvellous from the Heroic, and
the Terrible from the Odious.

10-41, A mimicry of tho Erotic [Sentiment] is called the
Comic, and the result of the Furious Sentiment is the Pathetic, and
the result of the Heroie Sentiment is called the Marvellous, and
that which is Odious to sce results in the Terrible.

42-43. The Erotic Sentiment is light green (yama), the
Comic Sentiment white, the Pathetic (Sentiment) ash-coloured

88 (B.42, 0.38). B adds ono prose sentence more after this passage.

* The original of this passage till the beginning of 39 is in prose.

* Bhoja criticises this view of the author of the No. in his Sr. Pr.

-VI. 48]

38 (B.40, 0.36). 37 (B.41, G.37).

Sco Ramaswamy Sastri Bh. P. Introduction p. 28; V. Raglavaa, Sr. Pro 27.

39 (B.44, G.39). 40-41 (B.45-46, G-40-41).

42-43 (B.47-48, G.42-43).
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(liapota), the Furious Sentiment red, the Heroic (Sentiment) light

orange (gaura), the Terrible (Sentiment) black, the Odious (Senti-
ment) blue and the Marvellous (Sentiment) yellow.

The presiding deities of the Sentiments

14-45, Visnu is the god of the Erotic, Pramathas of the
Comic, Rudra of the Furious, Yama of the Pathetic, Siva (Maba-
kala), of the Odious, Yama (Kala) of the Terrible, Indra of the
Heroic, and Brahman of the Marvellous Sentiments.

"Thus have been described the origins, the colours and the
deities of these (Sentiments). Now we shall explain the Deterni-

States (ryabhirarin), their combination, and their definitions and
examples.

We shall now enumerate the Dominant States in different
Sentiments.

The Erotic Sentiment

Of these, the Erotic (nuard) Sentiment proceds from the
Dominant State of love (rati) and it has as its basis (lit. soul) a
bright attire; for whatever in this world is white, pure, bright and
beautiful is appreciated in terms of the Dominant State of love
(Brigara). For example, one who is clegantly dressed is called a
lovely person (singarin). Just as persous are nauned, after the
custom of their father or mother?or family in accordance with the
traditional authority, so the Sentiments, the States and other
objects connected with drama are given names in pursuance of the
custom and the traditional authority. Hence the Erotie Sentiment
has been so named on account of its usually being associated With
a bright and elegant attire. It owes its origin to men and women
and relates to the fullness of youth. It has two bases : union
(samblioga) and separation (vipralambha). Of these two, the Erotic
Sentiment in union arises from Deteminants like the pleasures of

the season, the enjoyment of garlands, unguents, ornaments [the

• 44-15 (B.19-50, (7-41-45). 'Ihe original of this passage till the

beginning of 48, is in prose.

THE NATYASASTRA [VI. 44-

nants (ribhaia), the Consequents (anubhara, the Transitory
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company of) beloved persons, objects [of senses), splendid mansions,
going to a garden, and enjoying [oneself there, sceing the [beloved
one], hearing [his or her words], playing and dallying [with
him or herj. It should be representated on the stage by Conse-
quents suchas clever movement of eyes, eyebrows, glances,
soft and delicate movement of linbs, and swect words and similar
other things. Transitory States in it do not include fear, indolence,
cruelty and disgust. The Erotie Sentiment) in separation should
be represented on the stage by Consequents such as indifference,
langour, fear, jealousy, fatigue, anxiety, yearning, drowsiness,
sleep, dreaming awakening, illness, insanity, epilepsy, inactivity,
[fainting], death and other conditions.

Now it has beeen asked, "If the Erotie Sentiment has its
origin in love, why does it (sometimes manifest itself through
pathetic conditions?" [In reply to this] it is said, "It has been
mentioned before that the Erotic Sentiment has its basis in union
as well as in separation. Authorities on ais amatoria (vaisika-
sastra) have mentioned ten conditions Lof the persons separated
from their beloved ones, which are pathetic), We shall discuss
them in the chapter on the Common Histrionic Representation.
The Pathetic Sentiment relates to a condition of despair owing
to the affliction under a curse, separation from dear ones, loss of
wealth, death or captivity, while the Erotic Sentiment based on
separation relates to a condition of retaining optimism arising
out of yearning and anxiety. Fence the Pathetic Sentiment

and the Erotic Sentiment in separation differ trom each other.
And this is the reason why the Erotic Sentiment includes

conditions available in all other Sentiments.

46. And the Sentiment called Erotic is rich in pleasure,

connected with desired objects, enjoyment of seasons, garlands

and similar other things, and it relates to [the union of] man and

woman.

There are besides two Aryas related to the preceding Sutra :

47-48. The Erotic Sentiment arises in connexion with

•VI. 47]

* Seo NS. (C.) XXIV.

46 (B.62, G.48). 17-48 (B.54-55, G.47-48).
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favourable seasons; garlands, ornaments, enjoyment of the company
of beloved ones, music and poetry, and going to the garden and
roaming there. It should be represented on the stage by means of
serenity of the eyes and the face, sweet and smiling words, satisfac-
tion and delight, and graceful movements of the limbs.

The Comic Sentiment

"Now the Comic (hasya) Sentiment has as its basis the

Dominant emotion of laughter. This is created by Determinahts

such as showing unseemly dress or ornament, impudence, greediness.
quarrel, defective limb, use of irrelevant words, inentioning of diff-
erent faults, and similar other things. This (the Comie Sentiment)

is to be represented on the stage by Consequents like the throbbing
of the lips, the nose and the check, opening the eyes wide or con•
tracting them, perspiration, colour of the face, and taking hold of
the sides. Transitory States in it are indolence, dissimulation,
drowsiness, sleep, dreaming, insomnia, envy and the like. This
(Sentiment), is of two kinds : self-centered and centerud in others.
When a person himselt laughs it relates to the self-centred (Comic
Sentiment), but when he makes others laugh it (the Comic Senti-
ment therein) is centred in others.

There are two traditional Aryas here :

19. As this makes one laugh by an exhibition of oddly
placed ornaments, uncouth behaviour, words and dress and
strange movement of limbs, it is called the Comic Sentiment.

50. As this makes persons laugh by means of uncouth
behaviour, words, movement of the limbs and strange dress, it is
known as the Comic Sentiment.

51. This Sentiment is mostly to be seen in women and
persons of the inferior type, and it has six varieties of which I shall
speak presently.

52. They are: Slight Smile (smite), Smile (hasitz), Gentle

' The original of thts passage till the begiuning of 49 is in prose.

THE NATYASASTRA [ VI. 49-

Laughter (visitio), Laughter of Redicule (palasita), Vulgar

49 (B.58, G.49). 50 (13.59, G.50).
51 (B.60, G.51). 58 (D.61, G.52).
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two they belong respectively to the superior, the middling and
the inferior types [of persons).

53. To persons of the superior type belong the Slight Smile
(smita) and the Smile hasita, to those of the middling type the

to those of the inferior type the Vulgar Laughter (apahasita) and

There are Slokas on this subjects :5t. The Slight Smile (smita) of the people of the superior
type should beecharacterised by slightly blown cheeks und elegent
glances, and in it the tecth should not be visible.

55. Their Smile (hesita) should be distinguished by bloom-
ing eyes, face and cheeks, and in it the teeth should be slightly
visible.

Of persons of the middle type

56. The Gentle Laughter (rihasita) should have slight
sound, and sweetness, and should he suitable to the occasion and in
it the eyes and the cheeks should be contracted and the face joyful.

57. During the Laughter of Ridicule (upalasita) the nose
should be expanded, the eyes should be squinting, and the shoulder
and the head should be bent.

Of persons of the inferior type

58. The laughter on occasions not suitable to it, the laugh-
ter with tears in one's eyes, or with the shoulder and the head
violently shaking, is called the Vulgar Laughter (aphasita).

59. The Exeessive Laughter (atihasila) is that in which
the eyes are expanded and tearful sound is loud and excessive, and
the sides are covered by hands.

60. Conic situations which may arise in the course of a

Laughter (apahasita) and Excessive Laughter (atihasita). Two by

Gentle Laughter (vilasila) and the Laughter of Ridicule (upalasita)

the Violent Laughter (athasita).

53 (B-62, G.53).
56 (B.68, G.56).
59 (B.72, G.59).

54 (B.65, G.54).
57 (B.69, G.57).
60 (B.73; (.60).

55 (B 66, G.55).
58 (B.71, G.58).
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play, for persons of the superior, middling or inferior type are thus

to be given expression to.

61. This Comic Sentiment is of two kinds : self-centred and

centred in others; and it relates to the three types of persons: supe-

rior, middling and inferior, and has thus [on the whole] six varieties.

The Pathetic Sentiment

"Now the Pathetic (liarinn) Sentiment arises from the Domi-

nant State of sorrow. It grows from Determinants such as afflic-

tion under a curse, separation from dear ones, loss of wealth,

death, captivity, flight [from one's own plice], [dangerous] accidents
or any other misfortune. This is to be represented on the stage by
means of Consequents such as, shedding tears, lamentation, dryness
of the mouth, change of colour, drooping limbs, being out of
breath, loss of memory and the like. Transitory States connected
with it are indifference, langonr, anxiety, yearning, excitement,
delusion, faintiug, sadness, dejection, illness, inactivity, insanity,
epilepsy, fear, indolence, death, paralysis, tremor, change of colour,
weeping, loss of voice and the like.

On this point there are two Aryas :

62. The Pathetic Sentiment arises from seeing the death of
a beloved person, or from hearing something very unpleasant and
these are its Determinants.

63. This is to be represented on the stage by Consequents
like weeping loudly, fainting, lamenting and bewailing, exerting
the body or striking it.

The Furious Sentiment.

Now the Furious (raudra) Sentiment has as its hasis the
Dominant State of anger. It owes its origin to Raksasas, Dänavas
and haughty men, and is eaused by fights. This is created by

61 (B.74, G.61). ' The original of this passage till the brginning of
62 is in pror.

'The original of this passage till the beginning of
64 is in prose.

THE NATYASASTRA [V. 26-

62 (13.76, G,62).
63 ° B.77, G.63).
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Determinants such as anger, rape, abuse, insult, untrue allegation,

exorcizing, threatening, revengefulness, jealousy and the like. Its

actions are beating, breaking, crushing, cutting, piercing, taking up

arms, hurling of missiles, fighting, drawing of blood, and similar

other deeds. This is to be represented on the stage by means

of Consequents such as red eyes, knitting of eyebrows, defiance,

biting of the lips, movement of the cheeks, pressing one hand

with, the other, and the like. Transitory States in it are presence

of mind, determination, energy, indignation, restlessness, fury,

perspiration, trembling, horripilation, choking voice and the like.

Now one enquires, "Is it to be assumed from the [above]
statement about Raksasas that they only give rise to the Furious
Sentiment, and that this Sentiment does not relate to others?"
(Reply). "No, in case of others too this Sentiment may arise. [But
in case of Raksasas it is to be understood as their special function.
They are naturally furious, ? for they have many arms, many mouths,
standing and unkempt hairs of brown colour, and prodigious
physical frame of black complexion. Whatever they attempt, be
it their speech, morement of limbs or any other effort, is by nature
furious. Even in their love-making they are violent®. It is to
be easily inferred that persons who imitate them give rise to the
Furious Sentiment from their fights and battles.

On these points there are two Aryas :
64. The Furious Sentiment is created by striking, cutting,

mutilation and piereing in fights, and tumult of the battle and
the like.

65. It should be repres nted on the stage by special acts
such as the release of many missiles, cutting off the head, the
trunk and the arms.

66. Such is the Furious Sentiment viewed [by experts] ;
it is full of conflict of arms, and in it words, movements and
deeds are terrible and fearful.

" G. considers this passage till the end of this sentence as an irya

- VI. 66 1

(G.64). & Cf. Bhattikãwyn, VII. 98.

64 (B.79, G.65). 65 (B.80, (.66). 66 (B.81, G,67),
15
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The Heroio Sentiment

*Now the Heroic (vira) Sentiment, relates to the superior

type of persons and has energy as its basis. This is created by

Determinants such as presence of mind, perseverance, diplomacy,

discipline, military strength, agressiveness, reputation of might,
influence and the like. It is to be represented on the stage by
Consequents such as firmness, patience, heroism, charity, diplomacy
and the like. Transitory States in it are contentment, judgement,
pride, agitation, energy (vegn), ferocity, indignation, remembrance,
horripilation and the like.

There are two Aryās [on these points] :

67. The Heroic Sentiment arises from energy, persever-
ance, optimism, absence of surprise, and presence of mind and
(such other] special conditions [of the spirit l.

68. This Heroic Sentiment is to be properly represented on
the stage by firmness, patience, heroism, pride, energy, agressive-
ness, influence and censuring words.

The Terrible Sentiment

"Now the Terrible bhayanaka) Sentiment has as its basis
the Dominunt State of fear. This is created by Determinants like
hideous noise, sight of ghosts, panic and anxiety due to [untimely
cry of] jackals and owls, staying in an empty house or forest,
sight of death or capitivity of deur ones, or news of it, or discussion
about it. It is to be represented on the stage by Consequents such
as trembling of the hands and the feet, horripilation, change of
colour and loss of voice. Its Transitory States are paralysis, per-
spiration, choking voice, horripilation, trembling, loss of voiee,
change of colour, feir, stupefaction, dejection, agitation, restlessness,
inactivity, fear, epilepsy and death and the like.

On these points there are two traditional Aryas:

• The Terrible Sentiment is created by hideous noise,

" The original of this passage till the beginning of 67 is in prose.

"The original of thie passage till the beginning
of 69 is in prose.
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67 (B.83, G.68).
• 68 (B.84, G7.69).

69 (1.88, G.70).
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sight of ghosts, battle, entering an empty house or forest, offending

one's superiors or the king.

70. Terror is characterised by looseness of the limbs, the

mouth and the eyes, paralysis of the thighs, looking around with
uneasiness, dryness of the drooping mouth, palpitation of the
heart and horripilation.

71. This is [the character of) natural fear; the artificially
shown fear also should be represented by these conditions. But in

case of the feigned fear all efforts for its representation should be

milder.
72. This Terrible Sentiment should be always represented

by tremor of the hands and the feet, paralysis, shaking of the
hody, palpitation of the heart, dryness of the lips, the mouth,
the palate and the throat.

The Odious Sentiment

*Now the Odious (bibhatsa) Sentiment has as its basis the
Dominant State of disgust. It is created by Determinants like
heuring of unpleasant, offensive, impure and harmful things or
steing them or discussing them. It is to be represented on the stage
by Consequents such as stopping the movement of all the limbs,
narrowing down of the mouth, vomitting, spitting, shaking the
limbs [in disgust] and the like. Transitory States in it are epilepsy,.
delusion, agitation, fainting, sickness, death and the like.

On these points there are two traditional Aryas :
73. The Odious Sentiment arises in many ways from

disgusting sight, tastes, smell, touch and sound which cause
uneasiness.

74. This is to be represented on the stage by marrowing
down the mouth and the eyes, covering the nose, bending down
the head and walking imperceptibly.

'The original of this passage till the boginning
of 78, is in prose.

70 (B.87, G.71). 71 (B.88, (.72).
72 (B.89, G.78).

78 (B.92, G.74), 74 (B.93, G.75).
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*The Marvellous (ailbhull) Sentiment has as its basis the

Dominant State of astonishment. It is created by Determinants

such as sight of heavenly beings or events, attainment of desired
objects, entrance into a superior mansion, temple, audience hall

(sabha), a seven-storied palace and secing, illusory and magical
acts. It is to be represented on the stage by Consequents such as
wide opening of eyes, looking with fixed gaze, horripilation, tears

(of joy] perspiration, joy, uttering words of approbation, making
gifts, crying incessantly ha, ha, ha, waving the end of ihoti or
sari, and morement of fingers and the like Transitory States in
it are weeping, paralysis, perspiration, choking voice, horripilation,
agitation, hurry, inactivity, death and the like.

On this point there are two traditional Aryãs :

75. The Marvellous Sentiment is that which arises form
words, character, deed and personal beauty.

76. This is to be represented on the stage by a gesture of
feeling [sweet] smell, joytul shaking of limbs, ind uttering of hã,
hã, ha, sounds, speaking words of approbation, tremor, choking
voice, perspiration and the like.

The three kinds of the Erotic, the Comic and the Terrible Sentiments

77. The Erotic Sentiment is of three kinds, viz, of words,
dress, and action. And the Comic and the Terrible Sentiments
are likewise of three kinds, viz, of limbs, dress and words.

The three kinds of the Pathetic Sentiment

78. The Pathetic Sentiment is of three kinds, viz. that
rising from obstruction to lawful deeds, from loss of wealth and
from bereavement.

The three kinds of the Heroic Sentiment

79. The Heroic Sentiment is likewise of three kinds, viz.

" The original of this passage till the beginning of 75, is in prose.

THE NATYASASTRA [IV.
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* 75 (B.95, G.76). 76 (B.96, G.77). 77 (B.97, G.78).
78 (B.98, G,79). 79 (B.99, G.80).
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that arising from muking gifts, from doing one's duty (irma) and

from fighting (one's enemy]
The threc kinds of the Terrible Sentiment

80. The Terrible Sentiment is also of three kinds, viz,
feigned fear, fear from a wrong action, and fear from an apprehen-
sion of danger.

The three kinds of the Odious Sentiment

81. The Odious Sentiment is of three kinds, viz.
nauseating, simple, and exciting. Of these the Sentiment from
a sight of stopl and worms is nauseating, and the sight of blood
and similar objects is exciting.

•The three kinds of the Marvellous Sentiment

82. The Marvellous Sentiment is of two kinds, viz. celestial
and joyous. Or these the celestial is due to secing heavenly
sights, and the joyous due to joyful happenings'.

83. These are the eight Sentiments and their definitions,
I shall hereafter speak of the characteristics of the States.

which treats of the Sentiments.

82 (B.102, G.83). ' B. adds here a spurious passage on santa rast.

Here ends Chapter VI of Bharata's Natyavastra

80 (B.I00, G.81). 81 (B.101, G.82).



CHAPTER SEVEN

THE EMOTIONAL AND OTHER STATES

Bhavas (States) explained

0. Now I shall:speak of the bharas (States). An enquiry in
this connexion is, "Why are the bhars (States) so called? Is it
hecause they bharayanti (pervade) and are hence called haras
(States)?" It is said in reply that bhaus (States) are so called
because through Words, Gestures and the Representation of the
Temperament, they bhacayanti (infuse) the mening of the play

[into the spectators]. ' Bhan is 'cause' or "instrument', for
words such An
expression like, 'O, all these things ie barite (pervaded) hy one
another's smell or moistened by one another's juice, is established
even amongst the common people. Hence the root bharayr means
"to pervade'. Ont his point there are the following Slokas :

1. When the meanings presented by Determinants and
Consequents are made to pervade (yanyte) the heart of the
spectators] they are called bhavas (States).

2. As in these the inner idea of the playwright (kavi)
is made to pervade [the mind of the spectators] by means of
Words, Gestures, colour of the face and the Representation of
the Temperament they are called bharas (States).

3. As they cause the Sentiments relating to various kinds
of Histrionic Representation to pervade [the mind of the
spectators], they are called bhavus (States) by those who
produce a drama.

Vibhavas (Determinants) explained

"Now, why is tbe word vibhava used?" [Answer]: "The
word vihar is used for the sake of clear knowledge. It is

las, bhatite, caste and liat are synonymous.

0 (B.G. same).

1, (B.1-2, G.l). ' We read bhava iti karandm) sadhanam valhi cto.
2 (B.8, G.2). 8 (B.45, G.8).
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synonymous with karana, nimitta and hetu. As Words, Gestures
and the Representation of the Temperament are vibhavayle (deter-
mined) by this, it is called vibhava (Determinant). Vibhavita
(also) means the same thing as vinata (clearly known).

On this point there is a Sloka :
4. As many things are vibharyate (determined) by this

through Words, Gestures and the Representation of the

"Now, why is the word anshara used?" (Answer) "Because
the Histrionic Representation by means of Words, Gestures and the
Temperament are anubharyate (made to be felt) by this, it is

On this point there is a Sloka :
5. As in it the spectators

things by means of Words and Gestures it is called anubhard and
it relates to words as well as to [gestures and movements off major
and minor limbs.

Now we have explained that the States (bhara) are related to
Determinants (vihard) and Consequents (anubhava). Thus are the
States (Chard) created. Hence we shall discuss the definitions and
examples of the States together with their Determinants and Conse-
quents. Of these, the Determinants and the Consequents are well-
known among people. 'They being connected with the human nature,
their definitions are not discussed. This is for avoiding prolixity.

On this point there is the Sloka :
6. Determinants and Consequents are known by the wise to

be things which are created by human nature and are in
decordance with the ways of the world.

The three kinds of States: Dominant, Transitory and Temperamental

Now the Dominant States (sthayi-bhara) are eight in num-

-VII. 6]

Temperament it is named vibhara (Diterminant).

• Anubhivas (Consequents) esplained

ealled anubhem (Consequent).

are aunbhavyate made to feely

ber. The Transitory States (ruablicarinah) are thirtythree and

5 (B.7-8, G.5). ' We read with B. •4 (B.6, G.4).
6 (B.9, G.6).
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the Temperamental States are eight in number. These are the three

varieties of the States. Hence we are to understand that there are
fortynine States capable of drawing out the Sentiment from the

play. The Sentiments arise from them when they are imbued with
the quality of universality (samanya, lit. commonness).

On this point there is a Sloka :
7. The State proceeding from the thing which is congenial

to the heart is the source of the Sentiment and it pervades the
body just as fire spreads over the dry wood.

Difference between the Dominant and the other States

It is said in this connexion: "If the fortynine States being

coming into contact with one another become Sentiments when
they are imbued with the quality of universality, how is it that
Dominant States only are changed into Sentiments (and not Deter-
minants and Consequents)?" [In reply to this] it is said :
"Just as among persons having same characteristics and similar

hands, feet and belly, some, due to their birth, [superior] manners, .

learning and skill in arts and crafts, attain kingship, while others

endowed with an inferior intellect become their attendants, in an

identical manner, the Doninant States become masters because

Transitory States (ryabhicarin) depend. Similarly some of the

other States (p). Determinants and Consequents) have the quali-
ties of [king's) local officers, and [hence] Transitory States
(oyabhicarin) become attendants to these (Determinants and
Cons (quents) because of their [superior] quality. Now it may be
asked, "Is there any parallel instance?" (Answer.] "Just as only a
king surrounded by numerous attendants receives this epithet lof
king] and not any other man, be he ever so great, so the Dominant
States (sthayz-bhara) only foliowed by Determinants, Consequents
and Transitory States receive the name of Sentiment. [On this
point] there is a traditional Sloka :

THE NATYASASTRA •[VII. 7.
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8. Just as a king is superior to other men, and the

preceptor (gut) is superior to his disciples, so the Dominant

superior to the other States (Determi-

nants, Consequents and Transitory Stater).

The Dominant States

Characteristics of these which are known as the Sentiments

have been mentioned before. Now we shall discuss the marks of

the States common to them. First of all we shall take up [the case

Love

Love (rati) which has pleasure as its basis is caused by
like seasons, garlands, unguent, ornaments, dear

ones. enjoyment of a superior residential house and absence of
opposition [from any onc]. It is to be represented on the stage
by Consequents such as a smiling face, sweet words, motion of
eyebrows, and glances and the like.

There is a Sloka [on this point]
9. Love arises from the attainment of desired objects,

because of its agreeablencss. It is to be represented on the stage
by sweet words accompanied by [suitable] gestures and movements
of limbs.

Laughter

Now Laughter (harya) is caused by Determinants such as.

nimicry of others' actions, incoherent talk, obtrusiveness, foolish-
ness and the like. It is to be represented on the stage by means

of Smile and the like.
On this point there is a traditional Sloka :
10. Laughter arises from i mimicry of other people's

actions. It is to be represented on the stage by the learned with
Smile, Laughter and Excessive Laughter.

16

-VII. 10)

States (stlay -Uhart) are

of] the Dominant States (sthayi-bhava).

Deterininants

8 (B.12-14, G.8).
9 (13.11-15, G.9).
10 (B.16-17, G.10).

' B. adds kuhake after paracesti.

Tatyana Pryhodko

Tatyana Pryhodko

Tatyana Pryhodko
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Sorrow

Sorrow (sna) is caused by Determinants such as death of the

beloved one, loss of wealth, experience of sorrow due to any one's

murder or captivity, and the like. It is to be represented on the

stage by Consequents such as shedding tears, lamentation, bewail-
ing, change of colour, loss of voice, looseness of limbs, falling on
the ground, crying, deep breathing, paralysis, insanity, death and
the like. Weeping in this case is of three kinds: [weeping of
joy, [weeping] of affliection and (weeping) due to jealousy. On
these points there are traditional Aryas :

11. "Weeping in which the cheeks are blooming in joy, the
body is horripilating, there are words of remembrince and tears
are not concenled is called weeping of joy.

12. Weeping in which there is a loud sound, copious
shedding of tears, uneasiness of the body, wantof steady move
ments and efforts, lamentation after falling on the ground and
rolling on the carth is called weeping due to affliction.

13. Loud weeping of women in which the lips and the
cheeks are throbbing and the head is shaking, the eyebrows and the
glances are moving in anger, is called weeping due to jealousy.

14. Sorrow relates to women, persons of the inferior type,
and it has its origin in affliction [of any kind]. With relation
to it, persons of the superior and the middling types are
distinguished by their patience and those of the inferior type
by their weeping.

Anger

Anger (irolha) is caused by Determinants such as insolence,
abusive language, quarrel, altercation, opposing [persons or
objects) and the like. It is to be represented on the stage by
Consequents such as swollen nose, upturned eyes, bitten lips,
throbbing checks and the like.

11 (B.10, G.11). 'B. reada one additional couplet (B.18, before this,

THE NATYASASTRA [ VII. 11;

? Resd sinusmaranum vaganibhilasram.

12 (B.20, G.12). 18 (B.21, G.18), 14 (B. 92-28, G.14).

Tatyana Pryhodko

Tatyana Pryhodko
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15. Anger is of five kinds, viz., anger caused by enemies,

superior persons, lovers, servants, and feigned anger.

On this point there are traditional Aryas :

16. One should show anger against resi-tance by the encmy
with knitting of eyebrows, fierce look, bitten lips, hands clasping
each other, and touching one's own lead and breast.

17. One should show anger against control by superiors
with slightly downcast eyes. wiping off slight perspiration and
not expressing any violent movement.

18. Ong should show one's anger to the beloved woman
by a very slight movement lof the bodyl, by shedding tears,
and knitting eyebrows and with sidelong glances, and throbbing
lips.

19. Anger to one's servants should be represented on
the stage by means of threat, rebuke, dilating the eyes and casting
contemptuous looks of various kinds.

20. Anger which is artificially shown with a view to
the realisation of an ulterior motive and which mostly betrays
marks of effort is called feigned anger, and it relates to two!
Sentiments.

Energy

Energy (utsaha) relates to persons of the superior type. It is

caused by Determinants such as absence of sadness, power,

patience, heroism and the like. It is to be represented on the

stage by Consequents such as steadiness®, munificence, boldness of

an undertaking, and the like.
On this point there is a Sloka :

•VII. 20]

15 (B.24, G.omits). 16 (B.26, G.15).

18 (B.28, 6.17). 19 (B.29, G.18).

20 (B.30-31, G•19), ' abhayarasa (dusirasa, G.).

• Omit dhairya after sthairyo.

21 (B.82-33, G.20). ' Omit suapada before duzya.

• Omit kantara before durdina.

17 (B.27, G.16).

Tatyana Pryhodko

Tatyana Pryhodko
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21. Energy which has effort as its basis and which grows

out of alertness and such other qualities, should be represented on.
the stage by acts of vigilance and the like

Fear

Fear (bhayd) relates to women and persons of the inferior type.

It is caused by Determinants such as acts offending one's superiors
and the king?, roaming in a forest, sering an elephant and a snake,
staying it an empty house, rebuke [from one's superiors], & dark
rainy night, hearing the hooting of owls and the ery of animals
that go out at night, and the like. It is to be represented on the
stage by Consequents such as, trembling hands and feet, palpitation
of the heart, paralysis, dryness of the mouth, licking thelips, perspi-
ration, tremor, apprehension (of danger, seeking for safety, run-

ning away, loud crying and the like.

On this point there are Slokas :

22. Fear arises from an embarassment dueto offending one's
superiors and the king, seeing terrible objects and hearing awful
things.

23. This is to be represented with tremor of the limbs,
panic, drying up of the mouth, hurried movement, widely opened
eyes and such other gestures and actions.

24. Fear in men arising from terrifying objects should be
represented on the stage by actors (lit, dancers) with slackened
limbs and suspended movement of the eyes.

There is also an Aryã on this point :

25. This (fear) should be represented on the stage with
tremor of hands ind feet, and palpitation of the heart, paralysis,

licking the lips. drying up of the mouth, loosened limbs and sinking

THE NATYASASTRA / V11. 25

(visanna) body.

22 (B.34, G.21).

24 (B.36, G.23).

26 (B.37-38, G7.24).

23 (13.35, G.22),

Tatyana Pryhodko
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Disgust

Disgust (juguura) relates to women and persons of the inferior
type. It is caused by Determinants such as hearing ard seeingT
unpleasant things, and the like. It is to be represented on the
stage by Consequents such as, contracting all the limbs, spitting,
narrowing down of the mouth, heartache and the like.

On this point there is a Sloka.
26. Disgust is to be represented on the stage by covering

the nose, contracting all the limbs, [general] uneasiness and

heartache.
Astonishment

Astonishment (risman) is ereated by Determinants such as
illusion, magic, extrordinary feats of men, great excellence in
painting, art-works in parchment und the like. It is to be re-
presented on the stage by Consequents such as wide opening of
the eyes, looking without winking of the eyes, [much] movement
of the eyebrows, horripilation, moving the head to and fro, the cry
of "well, done," "well done,""and the like.

On this point there is a Floka :
27. Astonishment arising from joy due to extraordinary

nets should be represented by means such as joy tears, fainting
and the like.

The Transitory States
The Dominant States" are to be known as described here.

We shall now explain the Transitory States (quabhiari-bhara).
It is questioned, "Why are these called vyabhuarinah?" (In answer]
it is said that vi and abhe are prefixes, and the root is cara meaning „
"to go', 'to move. Hence the word ryabhicarinah means 'those that
move in relation to the Sentiments towards different kinds of objects.
That is, they carry the Sentiments which are connected with Words,
Gestures and the Temperament. It is questioned, "How du they
eury [the Sentiments]?" In answer it is said,• "It is a popular

- VII. 37 ] 122

' Omit paritirtana after sravano.
26 (B.40-41, G.25), ' Omit vidyi aiter silpa.
27 (B.48-43, Gt.26). 'Ornit rasasamjivale (13) after sharino bhavah.

Tatyana Pryhodko
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convention to say like this, just as people say, The sun carries

this unlisatin (star) or that day. It does not however mean that
these are carried on arms or shoulders. The Transitory States
should be considered like this. These Transitory States (oyabli-

in number. We shall describe them now.

Discouragement

Discouragement (nircela) is caused by Determinants
such as, being reduced to poverty?, getting insulted, abusive lan-
guage, wrathful beating, loss of beloved persons and the knowledge
of the ultimate (lit. essential) truth and the like. It is to be
represented on the stage by Determinants such as weeping,
sighing, deep breathing, deliberation and the like, on the part of
women and persons of the inferior type.

On this point there is a Sloka:
28. Discouragement grows out of being reduced to poverty,

and loss of dear ones, and it is to be represented on the stage by
deliberation and deep breathing.

On this point there two traditional Aryäs :
29. Discouragement arises from loss of dear ones, poverty,

disease, envy from seeing the prosperity of others.

30. A discourged man has the eyes. bathed in tears, face
and eyes miserable due to leavy breathing and he is like a yogi
absorbed in meditation.

Weakness

Weakness (flani) proceels from Determinants such as vomit-

ting, purgation, sickness, penance, austerities, fasting, mental worry,

too much drinking, sexual indulgence, too much exercise, travelling

a long way, hunger, thirst, sleeplessness and the like. It is to be
represented on the stage by Consequents such as weak voice,

lustreless eyes, pale face, slow gait, want of energy, thinness of the

body, change of colour and the like.

THE NATYASASTRA [ VII. 28-

carihham) as mentioned in the Digest (amgruha) are thirtythice

¿ Omit ayadhyavamuna atter dirideo.

28 (B. 11, 0.27). 28 (B.45, G.28). 80 (B.47-48, G.29),
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On this point there are two Aryas:

31. Weakness grows out of vomitting, purgation and sick-

ness, penance, and old age. It is to be represented on the stage by

thinness of the body, slow gait and tremor [of the limbs].
32. Weakness is to be represented on the stage by a very

weak voice, weakness of the eyesight, poor gait, constant slackness
of the limbs.

Apprehension

Apprehension (sanka) has doubt as its basis and it relates to
to women and persons of the inferior type. It is caused by Deter-
minants such as theft, giving oftence to the king and the like. It is
to be represented on the stige by Consequents such as constintly
looking on, hesitating movement (oraluathan, dryness of the
mouto, licking the lips, change of facial colour, tremor, dry lips,
loss of voice and the like.

There is a Sloka on these points :
33. Apprehension in the Terrible Sentiment is due to

robbery, and the like, and in case of the Erotic Sentiment it is due
to la possible deception on the part of the lover.

Some authorities prescribe (lit. desire) in this case a conceal-
ment of appearence which is to be characterised by (adoption
ofj clever tricks and gestures.

There are two Aryas in this connexion :
31. Apprehension is of two kinds: riz. that arising from

one's ownself and that arising from another person. That arising
from one's own self is to be known from ond's eyes and efforts.

35. A man with Apprehension has a dark face, a thick and
protruding tongue, slightly trembling limbs, and he constantly
looks sideways.

Envy

offences, hatred, other people's wealth, gond luck, intelligence,

•VII. 35 ]

Penvy (asia) is caused by Determinants such as varous

33 (B,52-53, G 32).31 (B.49, G.30).
31 (B.54, G7,38).

32 (B.50-51, G.31).
35 (B.5 5-56, G7.34).
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sports, learning and the like. It is to be represented on the stage
by Consequents such as finding fault with others, decrying their
virtues, not paying any heed to these, remaining with downcast

face, knitting eyebrows in disparigement and abusing others in the

On these points there are two Aryas :
36. Envy arises in a person who is displeased to see other

people's good fortune, wealth, intelligence, and exuberence of
sportiveness.

37. It is to be represented by a distorted face, knitting eye-
brows, face turned away in jealous anger, deerying other people's
virtues and showing hatred towards them.

Intoxication

Intoxication (mada) is caused by drinking of liquor and
smilar other things. It is of three kinds and has five Determinants.
There are the following Aryas on this point :

38. Iotoxication is of three kinds, vi light, medium and
excessive. It has five causes which should be represented on the

stage.
39. While intoxicated some sing, some laugh and some

nse hot words while other sleep.
40. Among these, persons of the superior tyle sleep,

those of the midelling type lingh and sing, and those of the inferior
type cry or use hot words.

41. Light intoxication is charcterised by smiling face,
pleasant fecling, joyful body, slightly faltering words, delicately
unsteady gait and rolates to persons of the superior type.

42 Mediom intoxication is characterised by drunken and
rolling eyes, drooping arms or arms restlessly thrown about and
irregularly unsteady guit, and relates to persons of the middling
type.

36 (18,57, 0.35),

THE NATYASASTRA [ VEI, 96-
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-39 (B.61, G.38.
42 (B.64, (7.41).

37 (B.58-59, G.36).
40 (B.62, G.39).

38 (B.60, G.37).
41 (B.63, (.40).
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• 43. Excessive intoxication is characterised by loss of

memory, and incapacity to walk due to vomitting, hiccough and

cough, and a thick protruding tongue and spitting, and relates to

persons of the inferior type.

44. A character who [acta] drinking on entering the stage

is to show that his intoxication is increasing, but the character
who enters the stage as drunk should show that his intoxication
is decreasing.

45. But the intoxication should be stopped by effort when
there is panic, grief and increase of terror due to some cause.

40. On account of these special conditions, intoxication
disappears quickly just as grief passes away on hearing the
happy news of [sudden] prosperity.

Weariness

Weariness (grama) is caused by Determinants such as
travelling a long way, exereising of the limbs and the like. 1 It is
to be represented on the stage by Consequents such as gentle
rubbing of the body, [deep breathing, contraction of the mouth,
belching, massaging of the limbs, very slow gait, contraction of the
eyes, making Sitkara and the like.

There is an Ary on this point:
47. Weariness in man is caused by travelling [a long

way] and exercising [the limbs], and it is to be represented on the
stage by [deep] hreathing, tired gait and the like.

Indolence

Indolence (alasya) is caused by Determinants such as

nature, lassitude, sickness satiety, pregnancy and the like. And

it relates to women, and men of the inferior type. It is to be

represented on the stage by Consequents suel as aversion to
any kind of work, lying down, sitting, drowsiness, sleep and the

On this point there is an Ayà :

46 (B.68-69, G.45), 1 We follow the rending of the ms da in B.

17

•VIl. 47]

48 (B.65, G.48). • 44 (13.66, G.43). 45 (B.61, G.44).

17 (B.70-71, G48), 'adhvagali for nilladra? B).
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48. Indolence arising from lassitude as well as nature

should be represented on the stage by discontinuance of all activity
except taking food.

Dipression (dainya) is caused by Determinants such as
poverty, mental agony and the like. It is to be represented on
the stage by Consequents such as want of self-command, dullness
of the body, absent-mindedness, giving up of cleansing (the body]
and the like.

There is an Arya on this point :
49. Dipression of men proceeds from anxiety, eager expec

tation and misery. Different modes of representing it on the
stage includes giving up of cleansing [the hody] in any way.

Anxiety (cinta) is caused by Determinants such as loss

of wealth, theft of a favourite object, poverty and the like. It

is to be represented on the stage by [deep] breathing, sighing,

agony, meditation, thinking with a downcast face, thinness of

the body and the like.

There are two Aryas on this point :

50. Anxiety of men arises in various ways : from the loss of

wealth, theft of a favourite object, and a heart full of expectation.

51. It is to be represented on the stage by sighing, deep

breathing, agony, and absent-mindedness, giving up of cleansing

(the body] and want of self-command.

Distraction

Distraction (moha) is caused by Determinants such as
accidental injury, adversity, sickness, fear, agitation, remem•
bering past enemity and the like. It is to be represented on
the stage by Consequents such as want of movement, [excessive]

THE NATYASASTRA [V11. 483,
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Anxicty

48 (13.92-73, G.47).

50 (B.76, G42).
49 (B.74 75, G.48).
51 (B.77-78, G1.50),
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movement of [a particular] limb, falling down, reeling, not

seeing properly and the like.

There is a Sloka on this point :

52. Due to seeing a robber in an unexpected place or from

panic of different kinds distraction occurs to a man when he

finds no help [near by].

There is also an Ary on this point :

53. Distraction occurs due to adversity, accidental injury,

memory of past enemity. It is to be represented on the stage

by suspension of the activity of all senses.

Recollection

Recollection (smati) is remembering every condition of
happiness and misery. It is caused by Determinants such as
impairment of health, disturbed nightly sleep, seeing and speaking
with a level head, thinking, constant prictice and the like. It is to
be represented on the stage by Consequents such as nodding of
the head, looking down, raising up the eyebrows and the like.

On this point there is a Sloke und an Arya:
54. One is said to be recollecting something when one

remembers past happiness and misery which were either conceived
in mind or did actually occur and was forgotten.

55. Recollection arising from impaired health, or relating
to the Vedas and Darfanas is to be represented on the stage
by raising or nodding of the head and raising the eyebrows.

Contentment

Contentment (arti) is caused by [Determinants such as]:
heroism, spiritual knowledge, learning, wealth, purity, good conduct,
devotion to one's superiors, "getting excessive amount of moncy,
enjoying sports, and the like. It is to be represented on the stage
by Consequents such as enjoyment of objects gained, and not

VII. 55 1 isi
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grumbling over objects unattained, past, partially enjoyed, lost and

the like.

On this point there are two Aryäs :

56. Contentment arising from spiritual knowledge, purity,

wealth and power, is always to be represented on the stage by an

absence of fear, sorrow and sadness.

57. When one enjoys attained objects such as (sweet]

sound, touch, taste, form and smell, and is not sorry over their

non-attainment one is said to have Contentment.

Shame

Shame (crida) has improper action as its basis. It is

caused by Determinants such as humiliation and repentance

on account of transgressing words of superiors or disregarding

them, nonfulilment of vows and the like. It is to be represented

on the stage by Consequents such as covered face, thinking with

downcast face, drawing lines on the ground, touching clothes
and rings, and biting, the nails, and the like.

There are two Aryas on this point:

58. When a man, after he has done anything improper,
is seen by those who are pure, he becomes repentant and is
ashamed.

59. The ashamed man will cover his face, draw lines on the
ground, bite the nails and touch clothes and rings.

Inconstancy

Inconstancy (capalala) is caused by Determinants such as

love, hatred, malice, impatience, jealousy, opposition and the like.

It is to be represented on the stage by Consequents such as harsh

words, rebuke, beating, killing, taking prisoner, goading and the

like.

There are two Aryas on this point.
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ti0. When a man does anything like killing or imprisoning
any one without any forethought he is said to be inconstant be-
cause of his not being definite in his action.

Joy
Joy (harsa) is caused by Determinants such as attainment

of the desired object, union with a desired, trusted and beloved
person, mental satisfaction, favour of gods, preceptor, king, and
husband (or master), receiving [goad] food, clothing and money
and enjoying them, and the like. It is to be represented on the
stage by means of Consequents such as brightness of the face and
the eyes, using sweet words, embracing, "horripilation, tears,
perspiration and the like.

T'here are two Aryas on this point :
61. Joy is caused to a man when he has attained any

object or obtained anything which was unobtainable or has met
his beloved one or has his heart's desire fulfilled.

62. It is to be represented on the stage by brightness of
the eyes and the face, loving words, embrace, delicate movement of
the limbs, and perspiration and the like.

Agitation

Agitation (arega) is caused by Determinants such as por
tents, wind or rains, [outbreak] of fire, running about of elephants,
bearing very good or very bad news, stroke of adversity and the
like. In this connexion portente include [a stroke of] lightning and.
falling) of meteors or shooting stars, eclipse of the sun and the moon,
and appearance of comets. It is to be represented on the stage by

looseness of all the limbe, sadness, distraction of the mind, loss of

facial colour, surprise and the like. [Agitation] due to violent winds
is to be represented by veiling (the face], rubbing the eyes,
collecting [the ends] of clothes [worn], hurried going and the like.
Agitation] due to [beavy] rains is to be represented by lumping

• VII, 62]

6D (B.91-9%, G.59). ' Omit pulakita after kantakila (B.G).
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together of all the limbs, running, looking for some covered

shelter, and the like. [That] due to (an outbreak of] fire is to be

represented by eyes troubled with smoke, narrowing down all the
limbs, or shaking them, running with wide steps, flight and the
like. That due to running about of elephants is to be represented
by hurried retreat, unsteady gait, fear, paralysis, tremor, looking
back and the like. [That] from hearing something favourable is
to be represented by getting up, embracing, giving away clothes
and ornaments, weeping, horripilation and the like. That due to
hearing anything unpleasant is to be represented by 'falling down
on the ground, lamentation, rolling about leven on a rough
surface, running away, bewailing, weeping and the like. And that
due to popular rising (pulptizgasina) is to be represented by
sudden retreat, taking up weapons and armour, mounting elephants
and horses and chariots, striking' and the like.

63. Agitation of these eight kinds has hurry as its brisie,
This is characterised by patience on the part of persons of the
superior and the middling types; but agitation of persons of the
inferior type is marked by fight.

On this point there are two Aryas :

64. Agitation occurs over an unpleasant report, disregard

of instruction, throwing a missile and panic.

65. Agitation due to un unpleasant report bas as its Conse-
quents assuming a sad look, and that due to a sudden appearance
of enemy is to be represented by clash of weapons.

Stupor (irdata) is caused by Determinants such as cessation
of all activity, hearing of a much desired thing or a [very) harm-
ful thing, sickness and the like. It in to be represented on the
stage by Consequents such as not uttering any word, speaking
indistinctly, remaining absolutely silent, looking with steadfast
gaze, dependence on others and the like.
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There is an Arya on this point:
66. A man is called stupid when due to senselessness he

cannot distinguish between good and bad as well as happiness and

misery, and remains silent and dependent on others.

Arrogance (yarva) is caused by Determinants such as king-

ship, noble birth, personal beauty, youth, learning, power, attain-
ment of wealth and the like. It is to be represented on the stage
by Consequents such as contempt' [for others], harassing [people],
not giving reply [to one's question], not greeting [others, looking
to sh ulders, roaming [at large], contemptous laughter, harsh
words, transgressing [commands of the superiors, insulting [others]
and the like.

There is an Arya on this point :
67. Arrogance of persons of the inferior type due to

learning, youth, beauty, royalty and attainment of wealth is to
be represented by movement of the eyes and the limbs.

Despair

Despair (visala) is caused by Determinants such as inability
to finish the work undertaken, accidental calamity and the like. It
is to be represented on the part of persons of the superior and the
middling types by Consequents such as looking for allies, thinking
about means, loss of energy, absent-mindedness, deep breathing and

the like. And on the part of persons of the inferior type it is to be
represented by running away, looking down, drying up of the
mouth, licking the corner of the mouth, sleep, deep breathing,
meditation and the like.

. There are two Aryas on this point :
68. Despair arises from nonfulfilment the work begun, being

taken at the time of committing theft, and giving offence to the
king and the like.

•VII, 68 1
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69. In case of persons of the superior and the middling
types this is to be represented by thinking about various means,
and in case of persons of the inferior type sleep, deep breathing,

and meditation are to represent it.

Impatience

Impatience (nutsukya) is created by Determinants such as
separation from beloved persons, remembering them, sight of a
garden and the like. It is to be represented on the stage by Con-
sequents such as sighs, thinking with downcast face, sleep, drowsi-
ness, desire for lying down and the like.

There is an Arya on this point :
70. Impatience arises from the loss of beloved persons or

from remembering them. This is to be represented on the
stage by thinking, want of sleep, drowsiness, dullness of the body
and desire to lie down and the like.

Sleeping (midra; is caused by Determinants such as weak-
ness, fatigue, intoxication, indolence, [too much] thinking, too much

eating, [soporific] nature and the like. It is to be represented on

the stage by Consequents such as heaviness of the face, trolling of

the body, rolling of the eyes, yawning, massaging of the body, deep

breathing, relaxed body, closing the eyes and the like.

There are two Aryäs on this point :

71. Sleep comes to a man through weakness, fatigue, exer

tion, [too much] thinking, natural tendency (to sleep) and keep-
ing awake throughout the night.

72. It is to be represented on the stage by Consequents
suck as heaviness of the face, closing the eyes, or their rolling,
stupor, yawning, massaging of the body and the like.
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Epilepsy (apasmara) is caused by Determinants such as

being possessed by a god, a Naga, a Yakga, a Raksasa, a Pisaca

and the like, and a memory of such beings, eating food left after

somebody's partaking of it, staying in a deserted house, non obser-

vation of proper time (in taking food, in sleeping etc.], derangement

of humours (dhatu) and the like. It is to be represented on the

stage by Consequents such as throbbing, trembling, running,

falling down, perspiration, foaming in the mouth, hiccough, licking
[the lips] with the tongue, and the like.

On this point there are to Aryas :
73. Epilepsy occurs in a person when he is possessed by

remembers these beings, [eats]
Uechisti, stuys in a deserted house, disregards for proper time
[for taking food ete•], and is impure [in body].

7t. Palling down suddenly on the ground, trembling,
foaming in the month, and rising up while senseless, are condi-
tions during Epilepsy.

Dreaming
Dreaming (suptia) is caused by Determinants such as inter-

ruption of sleep, enjoying objects of senses, infatuation Lof any
kind], spreading the be on the ground, dragging the bed over the

ground and the like. The dreaming which necurs in sleep is to be
represented by Consequents such as deep breathing, dullness of
the body, closing the eyes, stupefaction of all the senses, dreams
and the like.

There are two Aryas on this point :
75. Dreaming occurs due to interruption of sleep, enjoying

objects of senses and infatuation [of any kind]. It is to be

" They are three in number please viz. wind (vivu), bile (pitta) and

73 (B.113, G.72).' That which is left over in one's plate after he
has finished his meal.

18

-VII. 76] .137

Epilepsy

Bhutas and Pisicas, when he

phiegm (kapha).

74 (B.114-115, G.73). 75°(B.116, G.omit),



138 [VII. 76-

represented on the stage by closing the eyes, deep breathing,

dreaming dreams and talking while asleep.

76. Dreaming is to be represented on the stage by deep

breathing, imperfectly closing eyes, stupefaction of all senses and

absence of all activity.

Awakening

Awakening (vilndha) is the break of sleep, and it is caused

- by Determinants such as digestion of food, bad dreams, loud

sound, sensitive touch and the like. It is to be represented on the
stage by Consequents such as yawning, rubbing the eyes leaving,
the bed, and the like.

There is an Arya on this point :

77. Awakening is caused by digestion of food, [loud]
sound, [sensesitive] touch and the like. It is to be represented on
the stage by yawning, rubbing the face and the eyes, and the like.

Indignation

Indignation (amarsa) is cansed to persons abused or insultedl
by those having superior learning, wraith or power. It is to be
represented on the stage by Consequents such as shaking the head,
perspiration, thinking and reflecting with a downcast face, determi-
nation, looking for ways and means and allies, and the like.

There are two Slokas on this point :

78. Indignation grows in energetic men who have been
abused or insulted in an assembly by those having superior learn-

ing and wealth.
79. It is to be represented on the stage by energy, deter-

mination, reflection with a downcast face, shaking the lead, pers
piration and the like.

Dissimulation

Dissimulation. (avahittha) is the concealinent of appearince.
It is caused by Determinants such as shame, fear, defeat, respect,
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deceit and the like. It is to be represented on the stage by Con-
sequents such as speaking like another person, looking downwards,
break in the speech, feigned patience and the like.

There is a Sloka on this point :

80. Dissimulation is due to boldness, deceit, fear and the

like. It is to be represented by carelessness about an action, and
not speaking much in reply or in addressing [others].

Cruelty

Cruelty (grata) is caused by Determinants such as arrest of
robbers, offence do kings, offending words and the like. It is to be
represented on the stige by Consequents like killing, imprisoning,
beating, rebuking and the like.

There is an Ary on this point :
81. Cruelty occurs when a robber is arrested or the king

is given affence. It is to be represented on the stage by Conso-
quents such as killing, imprisoning, beating, robuking and the like.

Assurance

Assurance (mati) is ransed by Determinants such as
thinking. about the meaning of many Sistras and considering
the pros and cons of things. It is to be represented ou the.
stage by Consequents such as instructing pupils, ascertainment
ut [any] meaning, removal of doubt and the like.

There is a Sloke on this point :
82. Assurance comes to men when they are well-versed

in the meaning of many Sastras. It is to be represented on the
stage by Consequents such as instructing pupils and explaining the

Sickness

Sickness (ryallu) owes it origin to [an attack of three

-VII. 82]
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Fever and similarother illnesses are special varieties of it. Fever
is of two kinds, viz. that with a feeling of cold (sita) and that with a
feeling of heat (laha). Fever with a feeling of cold should
be represented by Consequents such as shivering, tremor of the
entire body, bending the bodv), shaking of the jaws, nurowing
down the nasal passige, drynessof the mouth, horripilation,
lamentation and the like.. And that with a feeling of heat,
is to be represented by throwing ont clothes, the hands and the
feet, desire [to roll on] the ground, [use of unguent, desire for
coolness, lamentation, crying and the like. The other types of
sicknesses are to be represented ou the stage by Consequents
such as narrowing down the mouth dullness of the body, [deep)
breathing, making [peculiar] sounds, crying, tremor and the like.

There is a Sloki on this point :

83. Sickness in general should le reprosented on the
stage by looseness of the limbs, throwing out the limbs ind
narrowing down the month due to illness.

Insanity

Insanity (unmade) is caused by Determinants such is

death of beloved persous, loss of wealth, accidental hurt, derange-

(alesman), and the like. It is to be represented on the stige by

laughing, weeping, crying, talking, lying down, sitting, ruuning,

dancing, singing, and reciting, [something] without any reason,
smearing [the bocy] with ashes and dust, taking grass, Nirmalya,
soiled cloth, rugs, potsherd, earthen tray as decoration lof the
body), many other senseless acts, and imitation of others.

There are two Aryas on this point:
84. Insanity occurs owing to death of beloved persons,

loss af wealth, accidental hurt, wind (vata), biles (pitta?, phlegm
(capia) derangement of the inind in various ways.

•= 83 (3.130-131, G.81. ' Remains of a flower offering to a deity,
which is supposed to purify a person who takes it with reverence.
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85. Insanity ie to be represented by laughing, weeping,*

sitting, running and crying without any reason und [other] sense-

less acts.

Death

• Death (marano) comes through sickness as well as acci-
dental injury. Of these two kinds of death, that from sickness
is caused by Determinants such as a malady of the intestine and
the liver, colie pain, disturbance of humours, tumours, boils, fever,
cholera, und the like. And that due to accidental injury is
caused by weapons, snake-bite, taking poison, [attack of] tero-
cious animals, injury due to falling down from elephant, horse,
charriot and other vehicles. I shall now speak of the different
methods of their represcutation on the stage. Death from
sickness is to be represented on the stage by Consequents such
ins looseners of the body, motionlessness of the limbs, closed eyes,
hiccough, deep breathing, looking for family members, speaking

indistinet words and the like.
There is a Sloka on this point :
86. Death due to sickness is to be represented on the

stage by one mark viz. loose body ind inactive sense organs.
But death due to accidental injury is to be represented

on the stage in different ways: ey. [death due to] wound by
weapons is to be represented by Consequents such as suddenly
falling down on the ground and the like. In case of snake-bite
or taking poison [there is graduill development of its symptoms
which are eight in number, viz. thinness (of the body), tremor,
burning sensation, hiccough, fom from the mouth breaking of the
neck, paralysis and death.

85 (B.133-134, G.83). ' Earlier writers on the Hindu drama
wrongly believed that NS. excluded scones of death from the stage. (See
Keith, Skt. Drama, pp. 222; also M. Ghosh, "A so-called convention ot
the Hindu Drama", 1HQ.,IX. 1933, pp. 981 ff.). Windish thought that.
Sudraka in his (Act. VIII) violated a rule in showing the murder of

Berlin, 1882. p. 43).
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There are two, traditional Sloks on this point:
87-88. The first symptom' of the development [of the

effect of poison] is thinness of the body, the second tremor,

the third a burning sensation, the fourth hiccough, the filth foaming
in the mouth, the sixth breaking of the neck, the seyenth
parlysis and and the bighth death.

There are besides two Aryas on this point :

89. Death due to [an attack of] ferocious animals, elephant,
horse, or falling from chariots and mounts, wound by weapons should
be represented by absence of any further movement of the body.

90. Thus death occurs under various conditions. It should
be represented by proper words and gestures.

Fright

Fright (Irasa) is caused by Determinants such as flash

of lightning i meteor, thunder, earthquake, clouds, crying or

howling of big animals and the like. It is to be represented
on the stage by Consequents suel as, shaking of narrow limbs,

tremor [of the body], paralysis, horripilation, speaking with a

choked voice, talking irrelevantly, and the like.

There is a Sloka on this point :

91. Fright is caused by a very terrible sound and the like.
It should be represented on the stage by looseness of limbs and
half-shut eyes.

Deliberation

Deliberation (ritarle) is caused by Determinants such as
doubt, cogiation, perplexity and the like. It is to be represented
on the stage by Consequents such as various discussions, settling
the definition, concealment of the counsel and the like,

There is a Sloka on this point: -

92. Deliberation which arises from discussions and whichhas doubt is its basis is to be represented on the stage by
novement of the head, the eyebrows and the eyelashes.
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These are the thirtythree Transitory States; they are to be

produced in a play by men and women of the superior, middling
and the inferior types in conformity with [proper] place, time and
occasion.

93. These thirtythree are known as the Transitory States,
I shall now explain in detail the Temperamental States,

The Temperamental States

Now it may be questioned,
"Are these States (bhar«) called Temperamental beeause

other States (Determinants, Consequents and Transitory States)
are said to be without the Temperament?" [In answer] it is said
that the Temperament in this connexion is [something] originating
in mind. It is caused by the concentrated mind. The Tempera-
ment is accomplished by concentration of the mind. Its nature

[which includes] paralysis, perspiration, horripilation, tears,

loss of colour and the like,cannot be mimicked by an
absent-minded man. Hence the Temperament is desired in a
play for the purpose of imitating humin nature. If the question

is, 'Is there any reason in support of this view?' then it may
ve said that in theatrical practice, situations of happiness as well
is misery should so purely accord with the Temperament behind
he that they may appear to be realistic (vathastaru). How
san sorrow which has weeping as its basis be represented on the

stage by any one who is not sorry? And how can happincss
which has joy as its basis be represented on the frige by
any one who is not happy? Hence the Temperament (rattia)
being desired (in acting) in connexion with certain States the latter
are called 'Temperamental. The explanation of the Temperament
is this, that tears and horripilation should respectively be shown
by persons who are not [actually] sorry or happy.

9t. Tlie eight Temperamental States are as follows :
Paralysis, Perspiration, Horripilation, Change of Voice, Tremiling,
Change of Colour, Weeping and Fainting.

•VII. 91.)
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Among these,

Perspiration

95.Perspiration (stria) octurs as the result of anger,
fear, joy, shame, sorrow, toil, siekness,, heat, exercise, fatigue,
summer and massage.

Paralysis and Trembling

96. Paralysis (shumble) occurs as being due to joy, fear,
sickness, surprise, sadness, intoxication and anger, and Trembling

beloved] and old age.

97. Weeping (asia) deeur as being due to joy, indignation,
smoke, collyrium, yawning, fear, sorrow, looking with a steadfast
gaze, cold and sickness.

Change of Colour and Horripilation

98. Change of Colour (raivann) occurs as being due
to cold, unger, fear, toil, sickness, fatigue and heat, and Hor-
ripilation (romania) due to touch, fear, cold joy, inger and
sickness.

Change of Voier and Fainting

99. Change of Voice (scard-sala) oceurs as being due to
tear, joy, anger, fever, sickness and intoxication, and Fainting
(praly) due to too much toil, soon, intoxication. sleep, injury,
astoni-Iment and the like.

Representation of the Temperamental Statr

100. These are to he known by the wise as the eight
Temperamental States, I shall speak afterwards about actions
which will represent these States.
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101. Paralysis should be represented on the stage by

being inactive, motionless, smileless, like an inert object, senseless,

and stiff-bodied.

102. Perspiration should be represented on the stage by

taking up a fan, wiping off sweat as well as looking for breeze.

109. Horripilation should be represented on the stage by

repeated thrills, hairs standing on the end, and touching the body.
104. Change of Voice should be represented by broken

and choking voice, and Trembling by quivering, throbbing and

shivering.

105. Change of Colour should be represented by alteration

of colour of the face by putting pressure on the artery, and
this is dependant on the limbs.

106 Weeping should be represented on the stage by
rubbing the cyes and shedding tears, and Loss of Consciousness
by falling on the ground.

Application of the States to the different Sentiments

107. These are the fortynine States (hava) of the three
kinds mentioned by me. Now you ought to hear of the different
Sentiments to which they are applicable.

• 108. All the (fortynine) States except indolence, cruelty and

disgust are applicable to the Erotic Sentiment (lit. raise the Erotic

Sentiment by their own name.

109. Weakness, apprehension, envy, weariness, inconstancy,

dreaming, sleeping dissimulation are the States applicable to the

Comic Sentiment.
110. Discouragement,, anxiety, depression, weakness, weep-

ing, stupor and death are the States applicable to the Pathetic
Sentiment.
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111. Arrogance, envy, energy, agitation, intoxication, anger,

inconstancy and cruelty are the States applicable to the Furious

Sentiment.

112-113. Presence of mind, energy, agitation, joy, assurance,
cruelty, indignation, intoxication, horripilation, chunge of voice,
anger, envy, contentment, arrogance and deliberation are the States
applicable to the Heroic Sentiment.

114. Perspiration. trembling, horripilation, clioking voice,
fear, death, change of colour are the States applicable to the
Terrible Sentiment.

115. Epilepsy, insanity, despair, intoxication, death, sickness
and feat are the States applicable to the Odoius Sentiment.

116. Paralysis, perspiration, loss of consciousness, horripila-
tion, astonishment, agitation, stupper, joy and fainting are the
States applicable to the Marvellous Sentlment.

117. These? Temperamental States which depends on the
various kinds of Histrionic Representation are included into all the
Sentiments by experts in the production of plays.

118-119. No play in its production can have one Sentiment
only. If in an assemblage of the many States, Sentiments, Styles
(rotti) and Local Usages (martti) [in the production of a play]
any one item has varied representation it should be considered
the Dominant Sentiment and the rest the Transitory ones".

120. That which stands on the principal theme Lof the
play] and is combined with Determinants, Consequents and Tran-
sitory Statcs is the Dominant Sentiment.

112-113 (B.174-175, G.110-111).

• " After this B. reads one additional couplet,

THE NATYASASTRA [ VII. 111-

111 (B.173, G.113).

114 (B.176, G.114).• 115 (B.177, G.115). 116 (B.178, G.115),
117 (B.179, G.116). ' ye trete (canye. B).
3 nanubhina yasamsrilah B.

118-119 (B.180-181, G.117-118), 1 bahunam (sarressm G.)e sama-

vetariam.

120 (B.183, G.119).
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121. This Dominant Sentiment should be represented

with an exuberence of the Temperament, but the Transitory States

by mere gestures and postures (lit. form), for they are to support

the Dominant Sentiment land as such should not excel? it.
122. [An equally full representation of] & variety [of Senti-

ments] does not please [the spectators], and such a varicty is rare

in practical life (lit. amongst people). But a mixture of different
Sentiments will however, bring pleasure [to the spectators] when
such is carefully represented.

123. In [the production of] a play the Dominant, the lem-
peramental and the Transitory States which we supporters of the
Sentiments and which are accomplished through many objects and
ideas, should be assigned to male characters".

124. The Sentiments and the States in plays are thus to
be created. One who knows this well will attain the best Success
[in the production of a play).

which treats of the Representation of the States. -
121 (B.184, G.120). ' A disregard of this principle is liable to

cause undue prominence to a minor character in a play and thereby to
frustrate the principal object of the playwright.

* After this B. reads some additional couplets (B.185-189a) which

include a variants of 122 a (B.189a) and 122b (B.186b) and a repetition

* An analysis of the plays of the best kind, known to us seems to

explain this rulo. For in almost all of them superior roles are assigned

to men who can better be made the velicle of different and complex

psychological states.

-VII. 124]

Here ends Chapter VII of Bharita's Natyasastra

of 118a (B. 1869) and 1186 (B.187a).

122 (B.184 foot-note, 9, G.121).

123 (B.189b-1902, G.122). ' pumsamukirnal (puspivakirnal, B.G.).

124 (B.190bc, G.123).



CHAPTER EIGHT•

THE GESTURES OF MINOR LIMBS

The sages question.

1-2. Through your kindness we have heard in due order
everything relating to the origin of the States (bhava)? and Senti-
ments (rasa)? - We shall now like to know also what the experts
say about the different kinds of Histrionic Representation, their
meanings and different subdivisions.

3. O the blessed one, you are also to tell us accurately
what kinds of Histrionic Representation are to be applied to which

[places or occasions] by persons aiming at the Success.

4. On these words of the sages, Bharata spoke thus relating
to the four kinds of Histrionic Representation.

5. "O sages, I shall now speak to you in detail so that
the Histrionic Representation becomes proporly explained to you.

Representation) is of four kinds. The question is, "Why is it called
It is said in reply to this that the ablinaya is

derived from the prefix alhi, and the verbal root ni meaning 'to

cause to get (to attain), and the sufix ac attached to these two.

Hence a [full answer to this should be made after a consideration
of the root and its meaning.

There is a Sloka on this point :

6. As the root i preceded by abhi means carrying the per-
formances (prayoja) of a play [to the point of direct] ascertainment

• ' This portion till the beginning of 6 is origin-

Bharsta answers.

*We shall speak of [the fact that the abhinaye (Histrionic

the abhinaya?"

1-2 (B.G. same),
* So NS. VIII. * See NS. VI.

3 (B.G. same). 4 (B.G. same).

ally in prose, 05). 6 (B.7, G.6).
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of its meaning,' so [the word made out of them] becomes abhinaya

(carrying towards).

The meaning of abhinaya

7. Abhinaya is so called because in the performonce Lof a

play] it together with the Säkha', the Anga® and the Upanga"

explains the meaning of different [things].

The four kinds of abhinaya

8. O Brahmins, the Histrionic Representation of a play

takes place in four ways, and on this (Representation) the plays
of different types rest.

9. O Brahmins, this Histrionic Representation is known

The Gesture : its three varieties

10. Of these, the Temperament has been described before,
along with the States ; now listen first of ill about the Gestures

11. The Gesture is of three kinds, viz. that of the limbs
(sarira), that of tho face onnklaja) and that related to different,
movements of the entire body (cosalirta) including the sakha, the

12. Dramatic performance in its entirety relates to the six
limbs including the major and the minor ones such as head,
hands, lips, breast, sides and feet.

13. The sis major limbs (enga) are head, hands, breast,
sides, waist and feet, and the (six) minor limbs («panga) are eyes,
eyebrows, nose, lower lip and chin.

• See 13 below. * Ser 18 below.

9 (B.10, G.9). * More properly 'gestures and postures.'

VIlI. 18]

to be fourfold: Gestures' (angilia), Words (rarilia) Dresses and
Make-up (aharya) and the T'emperament (sattrilia).

(anyilia).

Anga and the Upänga.

7 (B.8, G.7). • See 15 bolow.
8 (B.9, G.8).

10 (B.11, G.10). 11 (B,12, G.11). 12 (B.13, G.12).
18 (B.14, G. 18),
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14. Producers of plays should reckon the Sakhã, dance

(natta) and the Ankura as the three aspects of the Histrionic

miming through them is the Ankura? and that which is based
and consists of the Angaharas* is called dance

16. O Brahmins, listen first of all about the different
gestures of the head, which are included in the facial gestures
and which support many Sentiments (rasa) and States (bhava).

Gestures of the head and their uses a

17-18. The gesture of the head is of thirteen' kinds, viz.

and Lolita.
19. Akampita: Moving the head slowly up and down is

called the Akampita.
Kampita: When the movements in the Akampita head are

quick and copious the same is called Kampita?.
20. (Uses) : The Akampita Lead is to be applied in giving

a hint, teaching, questioning, addressing in an ordinary way (lit.
naturally), and giving an order'.

From this wo learn that the sakha means the flourish of the gesticulating

such a flourish following it.

17-18 (B.18-19, G.17-18). ' The AD. has nine gestures of the head.

• " B. reads one additional couplet after this.

THE NATYASASTRA I VIII. 20

Representation (ahlicya).
15. The gestures (angila) are called the Säkha; * panto-

on the Karinas®
(mitte).

Akamptita, Kampita, Dhuta, Vidhuta, Parivâhita, Udvãhita,
Avadbutd, Añcita, Nihañcita, Paravrtta, Utksipta, Adhogata,

14 (B.15, G.14).
15 (B.16, G.16). ' Sarigadeva defines the sakhu and airkura asfollows: mal fan fan Man ya ran

SR. VIl, 37-38).

hand (Rara-varian) preceding one's speech whereas the dilkura means

* See NS. IV. 299 ff.

& Sce NS. IV. 170 f. * See NS. IV. 170 ff.

16 (B.17, G.16).

See ed. M. Ghosh, 49-65, and A.K. Coomaraswamy, MG. pp. 86-38,

19 (B.20, G.19).

80 (B.21, 6,20).



THE GESTURES OF MINOR LIMBS 151

21. The Kampita head is applicable (lit. desired) in anger,

argument, understanding, asserting, threatening, sickness and

intolerance.

22. Dhuta and Vidhuta: A slow movement of the head is

called the Dhuta, and when this movement is quick, it is called

23. (Uses) : The Dhuta head is applicable in unwillingness,
sadness, astonishment, confidence, looking sideways, emptiness and

forbidding. •
24. The Vidhuta head is to be applied in an attack of coldl,

"terror, panic, fever and the first stage of drinking

turned to the two sides it is called Parivalita, and when it is once
turned upwards it is known as Udvahita :

26. (Uses) : The Parivakita head is applicable in demons-
tration, surprise, joy, remembering, intolerance, cogitation, conceal-
ment and [amorous sporting.

27. The Udvahita' head is to be applied in pride, showing
height, looking high up, self-esteem and the like.

28. Avadhuta: When the head is once turned down it is
called Avadhuta. (Uses) : It is to be applied in [communicating]
a message, invoking [a deity,, conversation and beckoning [one
to come near].

29. Ancita: When the neck is slightly bent on one side
the Añcita head is the result. (Uses) : It is applicable in sickness,
swoon, intoxication, anxiety and sorrow.

30-31. Nihaicita: When two shoulders are raised up with

and 25b, and names the head movement as idhata.

• ' B. reads the name as adhuta.

•VIII. 80)

the Vidhuta.

25. Parivahita and Udvähita: When the head is alternately

21 (B.22, G.21). 22 (B 24, G.22).
23 (3.25, G.23). 24 (B.26, Gt.24).

25 (B.27, G.25), 'G. reads one additional homistich betwren 25a

26 (B.28, G.28).
27 (B.29, G.27).
28 (3.30, G.28). 29 (B.31, G.29).
30-31 (B.32-38, Gt.80-91).
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the neck bent on one side the Nihaicita head is produced. (Uses) :

It is to be used by women in pride, Amorousness (vilasa)", Light-

heartedness (lalila)ª Affected Indifference, (bilbolia)®, Hysterical

Pretended unger, (lintamita)", Paralysis and Jealous anger (mana).

32. Paravrtta: When the face is turned round, the Parāvitte

head is the result. (Uses) : It is to be used in turning away the
face and looking back and the like.

33. Utksipta: When the face is [slightly] raised the
Utksipta head is the result. (Uses): It is used in lofty objects and
application of divine weapons.

34. Adhogata: The head with the face looking downwards
is called Adhogata, (Uses): It is used in shame, bowing [in
salutation] and sorrow.

35. Parilolita: When the head is noving on all sides, it is
called Parilolitz. (Uses): It is used in fuinting, sickness, power of
intoxication being possessed by an coil spirit, drowsiness and the

36. Besides these there are many other gestures of the
head, which are based on popular acting. These are to be used
according to the popular practice (lit. nature).

37. I have spoken about the thirteen gestures of the head.
Now I shall discuss the characteristics of the Glances.

The thirtysix Glances

35. The Glances expressing the Sentiments are Kant,

" See ibid 21. • See ibid 18.

• See ibid 20.

35 (B.37, G.35). 'B. reads after this an additional couplet.

38 (B,41, G.38). The 1D. too has only eight glances, see od, M.
Ghosh, 66-78, and A. K. Coomaraswany, MG. p. 40. But curiously
enough the names of the eight glances in the AD. even if referred by

THE NATYASASTRA [ V11. 38-

Mood, (kilalincita)*, Silent Expression of Affection (motayita)",

likel.

Bhayanaka, Hasyà, Karuna, Adbhuta, Raudri, Vira, and Bibhateã.

1 See NS. XXIV. 15.
a See ibid 22.
3 See ibid 19.

32 (B.34, G.32). 33 (B 35, G.33). 34 (B.36, G.34).

36 (B.39, G.36). 37 (B.40, G.37).
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39. The Glances to be used in the Dominant States are

40-42. The Glances to be used in the Transitory States

Madirà, make up their number thirtysis?.

The Glances to express the Sentiments

43. I shall now explain the characteristics of these Glances
in connexion with the various Sentiments and the States, and shall
describe their functions.

44. Kantã: When with a feeling of love a person con-
tracts his eyebrows and castes a sidelong look, he is said to have
a Kântã (pleasing) Glance which has its origin in joy and pleasure.
It is used in the Erotic Sentiment.

45. Bhayanaka: The Glance in which the eyelids are
drawn up and fixed, and the eyeballs are gleaming and turning up
is called Bhayanaka (terrible). It indicates a great fear and is
used in the Terrible Sentiment.

46. Hasy: In the Hasya (smiling) Glance the two
eyelids are by turns contracted, and they open with the eyeballs
moving and slightly visible; it should be used in representing

47. Karuna: The Glance in which the upper eyelid has
descended the eyeball is at rest due to mental agony, and the
gaze is fixed at the tip of the nose, and there is tear, is called

which has no less than thirtysis glances. Besides the eight glanees Coo-
maraswamy's text records (loc. cit) fortyfour glances which include
those mentioned in the Ns.

40-42 (B.43-45, G.18-42). ' See note 1 to 38 above.

•VIII. 47]

Snigdha, Hrsta, Dina, Kruddha, Depta, Bhayānvita, Jugupsita and
Vismita

such as Sunya, Malina, Srantà, Lajjänvita, Glan, Sankita,
Visanna, Mukta, Kuñcita, Abhitapta, Jihma, Lalita Vitarkitã,
Ardhamukula, Vibhranta, Vipluta, Akekara, Vikora, Trastà and

•

jugglary.

Karuna (pathetic).

Coomaraswamy's text to the Bharatasistra, does not occur in the NS.

39 (B.42, G.39).

43 (B.46, G.43). 44 (B.47 G.41).
45-46 (B.48-198, G.45-46г). 47 (B.49, G.46b).
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48. Adbhute: The Glance in which eyelashes are slightly

curved at the end, eyeballs are raised in wonder, und the eyes

are charmingly windened till the end, is called the Adblata (of

wonder).

Raudri: The pitiless Glance in which the eyeballs
are rough, red, raised, and the eyelids are still and the eyebrows
knitted, is called Raudri (cruel), and it is used in the Furions

Sentiment.

50. Vira: The Glance which is bright; fully open, agi-

tated, serious, and in which eyeballs are at the centre of the eye (lit.
level) is called Virã (heroic), and it is used in the Heroic Sentiment.

51. Bibhatsa: The Glance in which the corners of the
eyes are nearly covered by eyelids, the eyeballs are disturbed in
disgust and the eyelashes are still and elose to each other, is

The Glances to express the Dominant States

52. The Glances defined here are known to oceur in relation
to the Sentiments. I shall now explain the Glances relating to
the Dominant States.

53. Snigdha: The Glance which is not much widened
(lit. medium widened), is sweet, and in which eyeballs are still,
and there are tears of joy, is called Snigdha (loving) ; it is used
in love ( lit. grows out of love ).

54. Hrsta: The Glance which is moving, slightly bent
and in which eyeballs are not wholly visible (lit. entering), and
there is winking, is called Hrsta (joyful) ; it is used in laughter.

55. Dina: The Glance in which the lower eyelid is

slightly fallen, eyehalls are slightly swollen, and which is moving

very slowly, is called Dina (pitiable) ; it is usel in sorrow.

' B.G. old after this one couplet dehning the

THE NATTABASTRA [VIII. 48-

called Bibliatsa (odious).

48 (B.51, G.48).

50 (B.53, G.50).

51 (B.54, G.51).

santarasa.
52 (B.58, G.53).
55 (p.9, B.56, G.56).

49 (B.52, G.49).

53 (B.57, C.54). 54 (p.9, B.35, G.58).
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5U. Kruddha: The rough Glanco in which eyelids are

notionless and drawn up, eyeballs are immobile and turned up,

and the eyebrows are knitted, is called Kruddha (angry) ; it is

used in anger.

57. Drpta: The steady and widely opened Glance in which

eyeballs are motionless, and which shows forth (lit. emits) prowess
is called Dipta (haughty) ; it is used in energy (lit. grows out of

58. Bhayanvita: The Glance in which the eyes are widely
opened, the eyeballs are mobile in fear and are away fron the
centre [of the eye], is called Bhayanvita (awe-stricken) ; it is used
in fear.

59. Jigupsita: The Glance in which eyelids are contracted
but not joined together, and the eyeballs are covered and are
turning away from the object coming in view (lit. the place in
view) is called Jugupsita (disgusting) ; it is used in disgust.

60. Vismita: The level Glance which is fully blown and
in which eyeballs are throughly turned up and the two eyelids are
notionless, is called Vismita (astonished); it is used in
astonishment.

The Glances to express the Transitory States

61. These are the Glances relating to the Dominant States,

that 1 have just defined. I shall now explain the characteristics of

the Glances in the Transitory States.
62. Sunyà: The Glance which is werk and motionless

and in which the eyeballe and the eyelids are in ordinary position
(lit. level), and which turns to the space and is not attentive to
external objects is called Sunyà (vacant).

63. Malina: The Glance in which ends of the eyelashes
are not shaking and ends of the eyes are pale, and which is charac-
terised very much by half-shut eyelids, is called Malina (pale).

-VIII. 68]

energy).

56 (p.9, B.57, G.57).
39 (B 60, G.60).
68 (.68, G.63).

87 (p.9. B.58, G.58).
60 (B.61, G.61).
68 (B,64, G.64).

58 (B.59, G.59).
61 (B.62, G1.62).
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64. Srante: The resting Glance in which eyelids have

been let down due to fatigue, corners of the eyes are narrowed,

and the eyeballs are fallen, is called Sranta (tired).

65. Lajjanvita: The Glance in which ends of the

eyelashes are slightly bent, the upper eyelid is descending in
shyness, the eyeballs are lowered due to shame, is called Lajjanvita

66. Glana: The languid Glance in which the eyebrows
and the eyelashes are slowly moving and eychalls are covered
[under the eyelids] due to fatigue, is called Clina (lazy).

67. Sankita: The concealed Glance which is once moved,
and once at rest, slightly raised, obliquely open and in which
the eyeballs are timid, is Saikita (apprehensive).

68. Visanna: The bewildered Glance in which eyelids
are drawn wide apart in dejection, and there is no winking and
the eyeballs are slightly motionless, is called Visanna (dejected).

69. Mukula: The Glance in which eyelashes are slightly
trembling, the upper eyelids are of the Mukula type and the
eyeballs are opened in happiness, is called Mukula

70. Kuncitã: The Glance in which ends of eyelashes are
bent due to the eyelids being contracted and the eyeballs are also
contracted, is called Kuñcita (contracted).

71. Abhitapta: The Glance in which the eyeballs are
slowly moving due to the movement of the eyelids, and which
indicates nuch distress and pain, is called Abhitapta (distressed).

72 Jihma: The Glance in which the eyelids are hanging
down and slightly contracted and the cyeballs are concealed, and

which casts itself obliquely and slyly is called Jihma (crooked).

73. Lalita: The Glance which is sweet, and contracted at
the end [of the eye] and which is smiling and has movement of the
eyebrows, and shows signs of love is called Lalita (amorous).

THE NATYASASTRA [VIII. 65

(bashful).

64 (B.65, G.65).
67 (B.68, G.68),
70 (B.7L, G,71).
72 (B.73, G.73).

65 (B.66, G.66).
68 (B.69, (7.69).
71 (B.72, G.72).
73 (B.74, G7.74).

68 (B.87, G.87).
69 (B.70, G.70).
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74. Vitarkita: The Glance in which the eyelids are turned

up for guessing, the eyeballs are full blown and moving downwards

is called the Vitarkita (conjecturing).

75. Ardhamukula: The Glance in which owing to joy the
eyelids are of the Ardhamukula: type, the eyeballs are half-blown
and slightly mobile is called Ardhamukula.

76. Vibhränta: The Glance in which the eyeballs are
moving,'and'so we the eyelids, and the middle [of the eye] is wide

77. Vipluta: The Glance in which the eyelids [frst]
tremble and then become, motionless and the eyeballs are [again]

disturbed, is called Vipluta (disturbed).

78. Akekara: The Glance in which the eyelids and the
corner of the eyes are slightly contracted and joined together
and is half winking, and the eyeballs te repeatedly turning up, is

79. Vikoa: The joyful Glance in which the two eyelids
are wide open and there is no winking and the eyeballs are not
immobile, is called Vikosa (full-blown).

80. Trasta: The Glance in which the eyelids are drawn
up in fear, the eyeballs are trembling and the middle of the eye is
full-blown due to panic, is called Trastà (frightened).

81. Madira: The Glance in which the middle of the eye
is rolling, the ends of the eyes are thin, the eyes are bent, and the
corners of the eyes are fully widened, is called Madira (intoxicated).
It is to be used in representing light intoxication.

82. In medium intoxication this Glance should have its

eyelids slightly contracted, the eyeballs and and the eyelashes
slightly mobile.

83. In excessive (lit. the worst) intoxication the Glance

1 B.G. read 76b. differently.

•VIII, 83]

open"and full-blown, is called Vibhranta (confuseel)".

called Akekarā (half-shut).

74 (B.75, G.75). 75 (B.76, G.76)
76 (B.77, G.77).
77 (B.78, G.78). 78 (B.79, G7.79).
80 (B.81, G.81).
83 (B.84, G7.84). 81 (B,.82, 0.82.

79 (B.80, G.80).
82 (B.88, G.83). •
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should have [either too] much winking or no winking at all, and

the eyeballs in it should be slightly visible, and it (the look)

should be turned downwards.
8t. These are the thirtysix Glances due to the Sentiments

and the Dominant States described by me. Now listen about their
uses.

Uses of the Glances expressing the Transitory States

85. The Glances due to the Sentiments are to be used in
representing them, while Glances due to the Dominant (States)
should be used lin expressing these. Now listen about the uses
of the Glances due to the Transitory States in representing these

86-93.

Malina (pale) - in discouragement, change of colour.

Srantã (tired)— in weariness and depression.

Glanã (lazy) — in epilepsy, sickness and weakness.

Sankitã (apprehensive)— in apprehension.

Mukula-in sleeping, dreaming and happiness.
Kuûcita (contracted)-in envy, undesirable object, objects

visible with difficulty and pain in the eye.

Abhitapta (distressed- in discouragement, accidental hurt
and distress.

(amorous) — in contentment and joy.

Vitarkita (conjecturing) — in recollection and deliberation.

Ardhamukula-in joy due to an experience of [sweet] smell
or touch.

'We adopt G's reading.

THE NATYASASTRA (VIII. 84-

(States),
Sunyà (vacant)-iu anxiety and paralysis (motion-

lessness).

Lajjanvita— (bashful) ' -in shame.

Visanna (dejected)-in depair.

Jihmã (crooked)—in envy, stupor and indolence. Lalita

84 (B.85, G.84).
• 85 (13.86, G.85).
86-98 (B.87-94, (-87-94). 3 Lajjità (lalita, B.).
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Vibhranta (confused)- in agitation, hurry and confusion.
Vipluta (disturbed)- inconstancy, insanity,affliction of

misery and death.
Akekara (half-shut)-in looking to a distant [object],

separation and consecration by sprinkling (polsita)".

Vikosa (full-blown)-in awakening, arroganee, indignation

cruelty and assurance.

Madirã (intoxicated)- in intoxication.

94-95. Here I have finished the proper discription of the

thirtysix Glances; now listen about the [additional] Glances, and
gestures of the eyeballs, the eyelids and the eyebrows due to the
Sentiments and the States.

95-96. Eyeballs have gestures of nine kinds: Bhramana
(moving round), Valana (turning), Pata = Patana (relaxing), Calana,

(trembling), Sampravesana, (drawing inside), Vivartana, (turning

96-98. Bhramana (moving round)-turning round the
eyeballs at random.

Valana (turning) - moving (the eyeballs) obliquely.
Patana = Pata (relaxing) -the relaxation (of the eyeballs.)

Calana (trembling)— the tremor (of the eyeballs.)

inside) -drawing (the

eyeballs) in.
Vivartana (turning) — turning theeyeballs sideways in a

95-96 (B.96b-972, G.96). ' B.G, read one additional couplet after
this.

•VIII, 96

Trastã (frightened)-in fright.

The cycballs

sideways), Samudytta (raising up), Niskrama (going out) and
Prakrta (natural).

Sampravesana = Pravesa (drawing

sidelong glance (latalist).

'B. G. read preksitesy."
94-25 (В.95, G7.95).

96-98 (13.986-1002, .98-100a)..
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Samudvytta (raising up)— the raising up of the eyeballs.

(going out)-going out. [as it were of the

eyeballs.]

Prakrta (natural)) - eyeballs in the natural (glance.)

Uscs of the eyeballs

99-101. Now listen about their uses in [different] Senti-

ments and States.

(raising of eyeballs) — in the Heroic and the Furious Sentiments.

Niskramana (going out), and Valana (turning of the
eyeballs)— in the Terrible Sentiment.

Sampravesana (drawing of the eyeball)- in the C'omic and
the Odious Sentiments.

Patana (relaxed eyeballs) in the Pathetic Sentiment.
Niskramuna (going out of the eyeballs) -in the Marvell-

ous Sentiment.
Prakrta (natural) eyeballs-in the remaining Sentiments

(lit. States.
Vivartana (turning sideways of the eyeballs)—in the Erotic

Sentiment.

102. These are the natural gestures of eyeballs based on the

popular practice. They are to be applied [suitably] to all the

different States.

The additional Glanecs

103-107. I shall speak about the varieties of Glances in
special relation of these (lit. there). These are of eight kinds, viz.

(looking up, and Avalokita (lonking down).

THE NATYASASTRA (VIII, 99-

Niskramana

Bhramana (moving round), Valana (turning) and Samudvitta

Sama (level, Saci (sidelong), Anuvrtta (inspecting), Alokita (casual),
Vilokita (looking round), Pralokita (carefully looking), Ullokita

99-101 (B.101b-104a, (7.100b-102a).

102 (B.1046-1052, G.102b-104a).

103-107 (B.105b-1102, G.104-108a).
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Sama (level) — the eyeballs are in a level position and at rest.

Saci (side-long) — the eyeballs are covered by eyelashes.

Anuvrita (inspecting)-Glance which carefully observes any

form.

Alokita (casual)-(the eyeballs) in suddenly seeing any

object).
Vilokita (looking round) — (eyeballs) in looking back.

Pralokita (carefully looking)-turning (eyeballs) from side
to side.

Ullokita (looking up)—(turning the eyeballs) upwards.
(looking down)—(turning the eyeballs) towards

the ground.
These are the gestures of the eyaballs in relation to all the

Sentiments and the States.

The eyelids

108-111. Now listen about the gestures of the eyelids follow
which the movements of eyeballs They are: Unmesa (opening),

(expanding), Kuñcita (contracted),

Unmesa (opening) - separating the eyelids

Nimesa (closing) - bringing together the eyelids.

Prasita (expanding) separating the eyelids widely.

Kuñcita (contracted) - contracting the eyelids.
Sama (level)- eyelids in a natural position.
Vivartita (raising up) - raising up the eyelids.
Sphurita (throbbing)— when the eyelids are throbbing.

Pihita (resting)- when the ryelids are at rest (lit. closed).
Vitadita (driven)-when struck the eyelids are struck

-VIII. 108 ]

Avalokita

Nimega (closing), Prasita
Sama (level), Vivartita (raising up), Sphurita (throbbing), Pibita
(resting), and Vitadita (driven).

iccidentally.

108-111 (B.110b-1142, G.109b-1,13a):
21
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Uses of the eyelids

112-115. Now listen about their uses in different Senti-

ments and States :

Prasita (expanding)-in objects causing wonder, joy, and
heroism.

Kuñcita (contracted) - in secing undesired objects. (sweet)
scent, flavour and touch.

Pihita (rasting!-in dreaming, fainting, affliction due to
storm, hot smoke, rains and collyrium and eye-discase.

Vitadita (driven)— in accidental injury.
These are the uses of the eyeballs and the eyelids in express-

ing the Sentiments and the States.

The ryebrows

116-120. Now, listen about the gestures of eyebrows,
which accord with those of the eyeballs and the eyelids. (They)
are seven in number and are as follows: Utksepa (raising), Patana

tracted), Recita (moving) and Sahaj (natural).
Utksupa (raising)-raising of eyebrows simultaneously or

one by one.

Patana (lowering)-loweringof eyebrows sinultaneously
or one by one.

Bhrukuti (knitting) - rising the root of tho eyebrows.
Catura (clever) -slightly moving and extending the eye-

brows in a pleasing manner.

THE NATYASASTRA [ VIII, 112

Vivartita (raising up)-in anger.

Nimesa (closing)— in anger.

Unmesa (opening)— in anger.

Sama (level)-in love.
Sphurit: (throbbing)-in jealousy.

(lowering), Bhrukuti (knitting), Catura (clever), Kuncita (con-

112-115 (B.114b-118a, G.118b-117a).

116-120 (B.118b-123a, G.717b-122a).
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Kuñcita (contracted) - slightly bending of eyebrows one by

one or the both at once.

Recita (moving)-raising of one of the eyebrows in an
amorous way.

Sahaja (natural)-the position which the eyebrows maintain
by nature.

Uses of the eyebrows

121-125. Now I shall speak about their uses in (expressing)
the Sentiments and the States.

Utksepa (raising)-in anger, deliberation, passion, sporti-
veness, in seeing and hearing only one ryebrow is rised, and in
surprise, joy and violent anger both the eyebrows are raised up.

Patana (lowering)-in envy, disgust, smile, and smelling.
Bhrukuti (knitting)— in objects of anger, dazzling light.

pleasing (object),
(pleasing) touch and awakening.

Kuñcita (contracted)— in manifestation of affection, pretended
and hysterical mood.

The nose

126-123. Gestures of the eyebrows have been described ;
now listen about those of the nose. They are of six kinds:

Manda-lobes are at rest.

Vikünita-the contracted nose.

differently and one additional hemistich after this.

-VIII, 126 ]

Catura (clever)-in love, sportiveness,

Recita (noving)— in dance.
Sahaja (natural) - in simple (an@vildha) conditions.

Nata, Manda, Vikysta, Socchvasi, Vikunita and Srabhavika.
Nata - lobes are constantly clinging (slixtaputa)

Vikrsta-lobes are blown.

Socchvasa-when air is drawn in.

121-125 (B-123b-126, 128-1204, Q.122b-1279). 'B. reads 12% a

126-188 (B.129b-182a, G.127b-1302).
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Uses of the 10so

129-132. This is the description of the gestures of the
nose. Now listen about their uses :

Nata- in slight weeping at intervals.
Manda— in discouragement, impatience and anxiety,

Vikreta in strange smell, breathing, anger and fear.
Socchvasã — in sweet smell and deep breathing.

Vikunita- in laughter, disgust and envy.

The cheeks

132-13t. Cheeks are of six kinds: Keama (depressed).

(contracted) and Sama (natural).

Kampita (trembling) - (cheeks are) throbbing.

Sama (natural) - as (cheeks are) by nature.

Uses of the cheeks

Cheeks have been described. Now listen about135-137.

their uses.

Pirna (full) —in energy and arrogance.

120-132 (B.182b, 134-136a, (.130b-183). ' Instead of 129b, B. read

one couplet slightly different in content.

THE NATYASASTRA [ VIII, 195-

Sräbhävika-the natural nose.

Sväbhavika-in the remaining conditions.

Phulla (blown), Purpa (full), Kampita (trembling) and Kuñcita

Ksama (depressed) - (cheeks are) fallen.

Phulla (blown) —(cheeks are) raised

Pürna (full) - (cheeks are) expanded.

Kuñcita (contracted) - (cheeks are) narrrowed down.

Kama (depressed)- in sorrow.

Phulla (blown) —in joy.

•132-134 (B.136b-138, G.184-196a).

135-187 (B.189-141a, G.136b-188).
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Kampita (trembling) in anger and joy.

fear and fever.

Sama (natural)— in the remaining conditions.

The lower lips

137-139. Gestures of the lips are six in number. (They

Vivartana (narrowing)-lips narrowed down.
Kampana (trembling) - throbbing (of lips).
Visarga (spreading out)— to spread out (lips).

Sandastaka (biting) - (lips) bitten by teeth.
Samudgaka (contracting)- the contraction of lips and keeping

them at rest.

Uses of the lower lips

140-142. These are the gestures of the lips; now listen
about their uses.

Vivartana (narrowing)—in envy, pain, contempt, laughter
and the like.

Катрда (trembling) - in pain, cold, fear, anger, swiftness

and the like.

Visarga (spreading out)—in women's amors, affected indiffer

ence and painting of lips.

Vinigühana (concealing)— in making efforts.

Sandastaka (biting)— in manifestation of anger.

Samudgaka (contracting) — in pity, kissing and greeting.

-VIII. 140 J

Kuñcita (contracted)— in horripilation (sensitive) touch, cold,

are): Vivartana (narrowing), Kampana (trembling), Visarga
(spreading out), Vinigühana (concealing), Sandastaka (biting),
Samudgaka (contracting).

Vinigühana (concealing) - drawing in (of lips).

187-189 (B.141b-143, G.189-141a.

140-148 (B.144-146, G1.241b-1444).
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The chin

143-146. So much about the gestures of the lips; now
listen ahout those of the chin; (they are) : Kuttana, Khandana,

Kuttana-when the upper teeth are in conflict with the
lower ones.

Khandana-when (the two lips) repeateilly come together
with each other.

Chinna-when (the two lips) very closely meet each other,

Lehita-in licking the (lips, with the tongue.
Sama-when (the two lips) slightly parted from each other.
Dasta - when the lower lip is bitten by the teeth.

Uses of the chin

146-1+9.Ruttana-in fear, cold, attack of old age, and
sickness.

Khandana-in mutterings prayers (jaya), studying, speaking
and eating.

look.
Chinna-in sickness, fear, cold, (taking) exercise, and angry

Sama— in a natural position.

Dasta- in angry efforts.
So much about the gestures of the chin in relation to the

teeth, the lips and the tongue.

The mouth

149-156. Gestures of the mouth are :

143-146 (B.147-150a, 0.144b-147).

THE NATYASASTRA L VIII. 148

Chinna, Cuksita, Lehita, Sama and Dista.

Cuksita-when (the two lips) are held widely, apart.

Cuksita- in yawning.
Lehita= Lehana-in greediness.

Vidhuta,
Vinivetta, Virbhugna, Bhugna, Vivrta and Udväht.

146-149 (B.150b-153a, G.147-150a).

149-156 (B.153b-160a, G.150b-157).
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Vivrta- the mouth with the lips kept apart.

Uses of the mouth
Vinivetta-in women's envy, jealousy, anger, contempt

and bashfulness and the like.
Vidhutaxin restraining, saying "not so' and the like.
Nirbhugn-in looking into depth and the like.
Bhugna- in being ashamed,discouragement, impatience,

anxiety, discipline and consultation. It is natural for the

Vivrta- in laughter, sorrow and fear.
Udvähi-in sportiveness and pride of women, in saying

"go away', and disregard, in saying so indeed' and angry words.
156-157. The experts should also use the mouth in

conformity with the varieties of Glances such as Sama and Saci
and the like mentioned by others.

The colour of the face

157-158. The col ur of the face according to the circum-
stances (lit, meaning) is of four kinds: natural (valharilia)

I'ser of the colour of the face.

159-160. Natural face-in a natural and indifferent (mood).
Bright fave-in wonder, laughter and love.
Reddened face-in intoxication and in the Heroie the

Terrible and the P'athetic Sentiments.

-VIII. 169 ]

Vidhuta- the obliquely open (mouth).
Vinivitta-spread out (the mouth).

: Nirbhugna- (the mouth) lowered.
Bhugna = Vyabhugna- (the mouth) slightly spread out.

Udvahi- (the mouth) turned up.

ascetics.

bright (prasannu), reddened (rabita) and dark (sama).

156-157 (B.160b-161a, G.158).
157-158 (B.161b-162a, G.159).
159-160 (B.162b-164, G.160-162a).
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Dark face-in the Terrible and the Odious Sentiments.
161-162. The colour of the face should be thus used to re-

present the States and the Sentiments. The acting done with the

Gestures of the fakha?, the Anga and the Upänga is good, but

without proper colour of the face it will not be charming (lit.)

beautiful.
162-163. Even a few Gestures when combined with the

proper colour of the face will double their charm (lit. beauty) just
as the moon [rising] at night will.

163-164. Glances too when combined with the proper colour
of the face will clearly express the different States and the Senti-
ments, and on this (ie. the colour of the face) the Histrionic
Representation rests.

164-165. The colour of the face suitable to the represen-
tation of the States and the Sentiments, should follow every
gestures of the eye (Glance), the eyebrow and the mouth. So
much about the colour of the face which is the basis of the
States and the Sentiments.

The neck

166-167. I shall now tell you, O Brahmins, about the
gestures of the neck. They are of nine kinds: Sama, Nat,

Description and uses of the neck gestures

167-171. Samā-the natural neck. (Uses) : in meditation,
natural pose, and muttering of Mantras.

Nuta- (neck with) face bent down. (Uses) in wearing (lit.

binding) ornaments, putting ones arms round (lit. taking) some-

body's neck.

162-163 (B. 166-1672, G.164).

' See 11 and 15 above.

THE NATYASASTRA / VIII. 161-

Unnata, Tryasra, Recita, Kuicita, Añcita, Valita, and Vivitta.

161-162 (B.165b-166a, G.162b-163).

163-164 (B.167b-1682, G.165).

164-165 (B.168b-169, G.166-167 a).

166-167 (B.170, G.167b-168).

187-171 (B.171-175, (7.1686-173a):
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Unnata-neck with the face upturned. (Use): in looking up.

Tryasra- neck with the face turned sideways. (Use) : in

carrying weight on the neck, and sorrow.
Recita—the neckshaken or moved. (Uses): in feeling

(bhava), churning and dance.
Kuncita-the neck with the head bent down. (Uses) : in

pressure of weight and in protecting the neck.
Ancita-the neck with the head turned back. (Uses) : in

hanging (to death), arranging hair and looking very high up.
Vahita- the neck with the face turned sideways. (Uses) : in

looking with the neck turned round.
Vivetta-neck with the face towards the front. (Use) : in

(indicating) going towards one's own pluce.
172.173. These are the many varieties of the neck gestures

iccording to their [expressing different) customary states of
men. Gestures of the neck are all to follow the gestures of the
head and the head gestures also are reflected in those of the
neck. so much about the description of the gestures of the
head and the connected minor limbs (upanga) and their uses.
NOwlisten about the gestures of the remaining limbs (any),
which I am going to describe.

which treats of the Gestures of Minor Limhs.

172-178 (13.176-177, 06.1736-175).

•VIIT. i7?1

Here ends Chapter VIlI of Bharata's Naty tastr,



CHAPTER NINE

THE GESTURES OF HANDS

Bharata speaks

1-3. So much about the minor limbs such as head, eyes,

eyebrows, nose, lips and cheecks, and their description that I

was to tell you. I shall now define you for the gestures of hands,

breast, sides, belly, waist, thighs and feet and [explain] their proper

use?. In this connexion I shall [first of all] explain the gestures

of hands and the like, that are used in the production of a play.
You are to listen how they are to be applied in acting!

Sixtyseven gestures of the hand

1-3 (B.1, 3, 2, G.1-3). 'This use relater to the two-fold Practice
(realistic and
realistic Practice (lokadharmi) in this connerion is of two kinds, viz.
(1) that reftecting one's emotion, as in arrogant roference to me's owu-
seif, this (patuka) hand is to bo raised on a level with the fordead
(IX. 19), (2) that ropresenting the external form of an object, as the
use of the Palmakose hand to represent lotus and similar flowers, Th

(1) that creating an ornamental effect, as the use of the four karanas
of the hand (Seo Ns. TX. 205-211 holow), (2) that partially suggesting.
a popular behaviour, as the ime of the tripatiles hand to represent

but at times two hands showing one of these gestures are nod stml
taneonsly. But still those are called single (asamyuta) hands. Hor.
combined (samyuta) hands are so callel breanse they are always to be
show, by both the hands; see Ag.

' Some mes. read this vome is khalakumukha. Our reading i

4-7. Gestures of single hands (esamuta-hasta are twenty-
four in number : Pataka, Tripataka, Kartarimukha, Ardhacandra,
Arala, Sukatunda, Musti, Sikhara, Kapittha, Katakamukhua,
Sucyasya (Sucmukha), Padmakoa, Supaárah, Mrgaosa, Kongulit,
Alapadma (Alapallavi), Catura, Bhramara, Humsasya, Hamsi-
paksa, Sandamía, Mukula, Organabha and Tamanda.

coventional) on the stage (Sce NS. XIV. 62f). The

conventional Practico Chalyadharmi in likiwis of two kinds, vir.

words spoken aside (janüntika). Ser Ag.
407 (B.C7, samne). 'There hands gestures are ordinarily used siugly;
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These are the sixtytoursgestures of hands.

Gritures of single hands

17-26. Now liston about their definition and uses.
Patäka (Hag)-the lingers extended and close against one

another, and the thumb bent.

supported by the AD. (Sce ed. M. Ghosh, verse 12%. A. K. C'oomarasiamy

as their name implies, are ordinarily to be used in dance; but in course
of acting too they are often to be used along with other gestures (single
and combined) to create an ornamental effect (See note 1 to I-3 above).

See Ag.
* In the Skt, text these names are given in dual number e.g.

our caturasta stands as caturastav. The reason for this is to be sought
in the fact that unlike the single and combined hands which must represent
one single idea or object, the hands in the danee-hond gestures are
to be individually moved, not for representing any idea or object but

for ereating an ornamental etfect in acting as well as in dance. See Ag.

& In actual enumeration haud gestures are sixtyseven in number

8-10. Gestures of combined hands (mynta-hasta) aro

thirteen in number: Añjali, Kapota, Kirkata, Svastika, Kataka-
vardhamanaki", Utsanga, Nisadha, Dold, P'uspapata, Makara,
Gajadanta, Avahittha and Vardhamana.

10-17. Dance-hands (natta-luest) are Caturasra", Udvrtta
Talamukha, Svastika, Viprakirna, Aralakatakämukha, Aviddha-

Vaktra, Sücyasya, Recita, Ardharecita, Uttanavaicita, Pallava,
Nitamb, Kesabandha, Lata, Karihasta, Paksavañcitaka, Paksa-
pradyotaka, Garudapaksa, Dandapaksa, Orthvamandali, Parivi
mandali, Uromandal Crab parvardhamandali, Mustikasvastika,
Nalinipadmakost, Alapallava, Ulbana, Lalita and Valita.

...-----= ---
MG. p. 50).

8-10 (B.G. same). ' See note 1 to 4-7 above.
• Some mes. road this name is khalaki; kalakuvardhano, is the

mune of a samyrta-hasta in the AD. (ed. M. Ghosh, 187 und A. K.
Coomaraswamy, MG. p. 60).

10-17 (B.G. 10b-17a). ' These gestures (dance hands, nittahasta)

(single 24, combined 18 and Danec-hands 30). Caluhsasthi in the text

should be emended to saptasasthi. • 17-26 (B.18-25, 26a, G.18-25. 26a).
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(Uses) : To represent an administration of blows, scorching

heat, urging, attainment of happiness and arrogant reference of one'

ownself* this hand is to be raised on a level with the forehead. To

represent the glare of heat, torrential rain and shower of flowers two

Pataka hands with the fingers separated and moving, are to be joined

together. A shallow pool of water, prescnt of flowers, grass and
any design [lit. object] made on the ground are to be represented

by two such hands separated from the Svastika position. The
same l'ataka hands with their fingers pointing downwards are to
be used to represent anything closed, made open, protected,
covered, dense or private (concealable). This very hand with
its lingers pointing downwards and moving up aird down, is to
express the speedy movement of wind and [ocean) waves, locean
waves] breaking against the shore, and flood. The Recaka
of this hand should be used to represent encouragement, many
[in number], & great crowd of men, height, beating of drums, and
light of birds upwards. And anything washed, pressed, cleansed,
pounded, or holding up a hill or uprooting it, should be represented
by the palms of two such hands rubbing each other. This is
also the manner of representing man and woman".

26-32. Tripataka (tag with three fingers) — the third finger
of the Patakahand to be bent.

(Uses) : It is to be used in representing invocation, descent,
bidding goodbye, prohibition, entrance, raising up [unything],
bowing fin salutation], comparing", suggesting alternatives, touching
[the head with auspicious objects or putting them on the head,
putting on a turban or crown and covering the mouth or the ears.
This very hand with its fingers pointing downwards and moving
up and down is to be usel in representing flight of small birds,

stream, snake, bees and the like. And with the third finger of the

' In saying 'I too,' "of me too', 'by me too', in me too' and the like (Ag).
3 Ag. gives detailed rules about the use of the pataka hand in all

the cases mentioned above.

26-32 (13.G. 26b-32) ' Ag. thinks that this rolates to objecte lik
one's chin.

THE NATYASASTRA [ IX. 26.

3 midarsanam upamono pameyabhavam (Ag.).
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Tripataka should be represented wiping off teurs, drawing a Tilaki

or Patralekha and touching of hairs.

sents adoration of the feet of venerable persons (yur). Two such
hands are to meet each other's end for representing marriago.
Separated and moved from this position they indicate i king.
When obliquely forning a Svastika they represent planets. To
indicate an ascetic they are to be raised with palm turned back-
wards. 'No represent it door they are to face each other. Submarine
fire, battle and sea monsters are to be indicated by two Tripataka
hands, first raised near one's face and then moved with the fingers
pointing downwards. Tith these very hands should be indicated
jumping of monkeys, waves, wind and women. To show the cresent
noon this hand should put forward its thumb, and to indicate
i king's march lagainst his enomyl this hand should turn itself
cowards the back.

the Tripatake hand to bend backwards.
(Uses): This [hand with its fingers) pointing downwards

will represent showing the way, decorating the feet or dying them",
and the crawling [of babies]?. With fingers pointing upwards it
will ropresent biting, horn and letters. And when the lingers in it
tre turned differently (ie, the middle finger is bent backwards) it

will ropresent falling down, death, transgression", reversion, cogita-
tion and putting anything] in trusts.

ornamental desigus (patralekha) on the body with this substance.
Gorocana is a bright yellow pigment prepared from the urine or bile of

33-38 (B.G. 33-38). " This portion does not oceur in all mss., and
mity well have been & later addition.

a Parents, grand-parents and the spiritual guide ete. are meant by
this term.

-IX. 39

33-38. Two Tripatäka' hands held like a Svastika repru-

39-11. Kartarmukha (sissors blades)-the forefinger of

i rocanalabhanakam-touching (the bods) with go-roiana or drawing

it cow.

39-41 (B.(i. 39-41). 1 racanam kasturiki dinapalrabhaigädikriyu
(Ag.). 3 reñjanam alaklakena (Ag.).

' Read ringana for raigana in B.
• oyatikramal, aparadhal (Ag.). s nyasta-nitesepana.
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42. And with the two such (samyuta) hands or one such

43-15. Archacandra (crescent moon)-the fingers and the
thumb so bent as to make a curve like a bow.

(Uses): With this should be represented young trees,
descent moon, conchshell, jur (alast), bracelet, forcible opening,
exertion!, thinness and drinking?. With this [veryl Ardhaandre
hand women should represent girdle, hip, waist, fee, Palapatra®

• 46-52, Aral (bent) -the forefinger currod like i bow,
the thumb also curved and the renmining lingers sepurited and
turned upwards.

(Uses) : With this should be represented courage, pride,
prowess, beauty, contentment, heavenly (objects], poise, act of
blessing and other tavourable states. And this, iguin, will re-
present woman's gathering of hairs or seattering them and looking
curefully over their entire body, The preliminarics to the marriage
by bride's going round the bridegroom? and (marital) union" are
to be represented hy two Arala hands moving around each other
und their fingers mocting in the form of a Svastikil. And with
similar hands should be represented circumambulation, round
objects, great crowd of men, objects arrunged on the grounds. In
ralling any onc, itsking any one not to come in, uprooting anything,

(ulaika on tulaika). It is different kundala from which is also an

* Objet such as lipanis and llowers arranged on the ground.

3 G. reads after this a couplet defining the Arila hand.

THE NATYASASTRA {IX. 42-

(ustomyuta) hand should be rupresented antelope, yak, buffalo,

celestial elephant («iravata), bull, gate (yopura) and hill-top.

and curring.

42 (13.0. 12).
43-ho (13 (ro ido), 'isyastine khedam (Ag.).
* pinam fur pinam (B.G.).
" Ms red dislapatra (dislapatra) meuning a kind of car-ornament

021-ormanent.

46-52 (13-413-52, (i 46-51, 53). 'kantukam vivishist pürvabhavi
vadhuvaravor iciral antarvivihal! (Ag.).

= viahal!- agnau sikini pumigrahanam (Ag.).

M'or Alpana ser L'alpana hy Andro at Suzanne Rupelles, Paris, 1930 (?)
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saying too many things, wiping off sweat and enjoying sweet smell,
abuse, censure the Tripatäka hands have been prescribed before by

me, but women are to use the Arala hand to represent these.

finger) of the Arala hand is bent.
(Uses) with this should be represented words such is fIt

is) not I', '(It is) not you, (It is) not to be done; invocation,
farewell, and saying 'Fie (upon you)' in contempt.

55-56. Musti (fist:- fingers have their ends [bent) into the
palm and the thumb is set, upon them.

(Uses) : Te is used to represent beiting, exercise', exit, pross-
ing?, shampooing?, grasping sword and holding clubs and spears.

(Uses): It is used to represent reins, whip. gond, bow,
throwing a javelin (tomora) or a spike (falli), painting the two
lips and foet and raising up hairs.

59.60. Kapittha (elephant-apple)-the forefinger of the
Sikhara hand to be bent and pressed by the thumb.

(Uses) : It is to represent weapons such as sword, how,

thunderbolt and arrows, true and wholesome deeds.
61-04. Kntakamukha-the ring-finger and the little finger

of this Kapittha hand to he raised and bent.

ambrolla, drawing up reins, fan. holding a mirror, drawing

"'Pressing' of the tents of cows and buffaloes while milking them;

57-58 (В.57-58, G.58-59).

.18. 61 Y

53-54. Sukatunda (parrot's beak) the ring-finger (third

57.58. Sikhara (peak)—in this very hand (osti) the thumb,
mised.

discus, javelin (tomoro), spear (inato), mace, spike (arliti),

(Uses) : Tt is used to represent sacrifiend, oblation",

53-6•4 (B.53-54, G.54-55).

75-56 (8.55-56, 056-7). 1 Voivima seording to Ag. mous
vial ha (fight or ducl).

stanapidane-mahisvidlidohane (Ag).
* Sammihand according to Ag. means mitpidana..59-60 (B.59-60. G.60-61).
61-64 (p.41, B.60-63, G53-65). ' hotram-srugüdi-ullinena, Ax.
havyamajyadyamukhena (Ag.).
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(patterns]", powdering, taking up big sticks, arranging a pearl neck-
lace, taking up garlands, gathering the ends of clothes, churning,
drawing out arrows, plucking flowers, wielding a goad, drawing out
a goad, string and looking at a woman.

hand to be streched.

(Uses) : I shall tell you briefly of its various uses as the
forefinger [in it is raised und bent, moving sideways, shaking,
moving up and down, and moving up without any rest.
By moving the forefinger upwards [in this hand] tre to bo
represented discus, lightning, banners, blossoms, furring', zigzng

movement, a cry of approbation?, young serpent, young sprout",

incense, lump, creepers*, Sikhand", falling down, curve and round-
ness and with the forefinger raised this [handl again should he
used in [representing) stars, nose, [the number] one, club and
stick. And [this hand with the forefinger bent should meet the
mouth to represent a being with teeth, and by the cireular
morement of this hand one should represent the taking my l
man's every thing. And the forefinger in this hand should be alter-
nately raised and lowered to represent long study and long day. And
the same should be curved, moved up and down net the face to
represent a sentence. And to indicate "no' or "speck" the for-
finger shoukd be stretched, shaken and moved up.

72-75. This hand should be shaken to represent anger,
perspiration, hair, car-ring, armlet and decoration of the checks.

3 khandanam-drawing decorative patterns or designs on mything.

18-14, and the root khid (to draw) in E. Bengal dialect of Tippera.

• The text uses two words valli and latu meaning 'creeper, Ay.
distinguishes between the two as follows: alava-prabhrlayo wallyal un

THE NATYASASTRA [VII. 65-

65-71. Sucimukha-the fore finger of the Antakamukha

Ag's explanation of this seems to be wrong. Cf. alaki-tilaki patrivalimi
khandantr. (draws the alaki-lilake and patrovali) in the Kirtilati o
Vidypati, See rd. Harspravid Sastri, Calcutta, B5. 1331 (1:24) 1p.

65-71 (B.61-712, G-66-72). 'karnacliki karnapura (Ag.).
¿ Saying 'weldone', 'how beautiful' ele 8 pallaza but B. Balyara.

draksuprabhr tayo latul.
Likhanda kumarakimum kikaprksal! (Ar.)
72-75 (18.71b-75a, G.73-76).
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And to represent pride, 'I am,' enemy, "Who is this', and
scratching of the ear it should be held near the forehead. [And
two Süctmukha hands] should be united to represent the union

[of men], and be separated to incicate separation, and to represent

a quarrel the two hands should be crossed, and to show bondage

they are to press each other. The two Sücimukha (hands]

facing each other and held separately on the left side will

represent the close of the day, and held on the right side they

will indicate the close of the night.

76. This hand moved in the front will indicate [any]

form, stone, whirlpool, mechanical contrivance and a hill, and

to represent the serving up of meals the same movement of the

hand pointing downwards is required.

77. To represent Siva this hand pointing downwards
is to be held close to the forehead and to indicate Indra this
hand is to be raised [to the forehead) and held across it.

78. By two such hands the orb of the full moon is to
be represented, und to indicate the rising of Indra (ie. raising
his banner) it should be held close to the forehead.

79. [This hand] moved all around will represent the orb
of the moon, and to indicate Siva's [third] eye, it should be held
on the forehead and [in case of] Indra's [eyes it should be]
raised obliquely.

80. Padmakosa (lotus-hud) - the fingers including the thumb
to be separated and their ends to bend, but not to meet one
another.

81. (Uses) : To represent Bilva and Kapittha (elephant-
apple) fruits and the breasts of women [this hand is to be used].

But to represent accepting [these fruits] or flesh, this hand should
be slightly bent at its end.

82. [This hand] should be held [to represent] offering

-IX. 82 )

76 (B.77b-780, 0.77). 77 (B.78b-79:1, G.78). 78 (B.75k-767, G.79).
79 (B.76b-77a, G.80). 80 (B.79b-80n, G.81).
81 (B.80b-81a, (.82). ' B. adds one hemistich after this.
82 (B.82, G.83).

23
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Puja to a deity, cartying tribute, casket, offering the first funeral
cake', and a number of flowers, are also to be indicated by the

83. The two such hands with moving fingers meeting at
the wrist and turning backwards will represent the full-blown
lotus and water-lilly.

fingers including the
thumb t, be close to one another and the palm to be hollowed.

85. (Uses): It is used to represent the oftering of water,
movement of serpents, pouring water [on anything], challenging

[for a duell, motion of the elephant's frontal globes (linolsha)
and the like.

its fingers pointing downwards, but the thumb and the little
finger raised up.

87. (Uses) : It is moved to represent here, now, "It is",
today, possible, splendour (nasaun), throw of diee, wiping off
perspiration and pretended anger.

88. Kingula-The middle and the forefingers and the
thumb to be separated and the ring finger to be bent but the little
finger raised.

89. (Uses): By this are to be represented immature
fruits of various kinds and angry words of women.

the palm, standing on its side and separated from one another.
91., (Uses): It is to be used for indicating prevention,

words like "Who are you," "It is not", "nonsense" and a woman's
allusion to herself.

' B. rcads one additional couple (B.90) after this,

THE NATYASASTRA [ IX, 83.

Padmakosa hand.

84, Sarpasirah (snake-head)-the

'86. Mrgasirsa (deer-head)-the Sarpasiral" hand with all

90. Alapallava (Alapadmaka)— all fingers turned towards

'agrapinila-dina-nindimukhasraddha (Ag.).
83 (B.83, Gt.84). 84 (B.84, G.85). 85 (B.85, G.86).
86 (B 86, Cr.87). 87 (B.87, G.88).
88 (1B.88, Gr.89). 1 trertägnisamsthilah= viralöh (Ag.).
89 (B.89, G.90).
90 (B.91, G.91). 91 (3.92, G.92),
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92. Catura-the four fingers stretched and the thumb bent
near the middle finger.

93. (Uses): It is to be applied in representing policy,

discipline, penance, cleverness, it young girl, a sick person, spirit, ..
deceit, proper words, welfare, truth and tranquility.

94. By one or two such hands moved round should be
represented openness, deliberation, moving, conjecture and shame.

95. By the combined Cature hands are to be represented
lotus-petals campared with eyes. and ears of deer.

96-98. Besides these, the Catura hand is to indicate sports,
love, brilliance, memory, intelligence, judgement, forgiveness,
nutrition, consciousness, hope, affection, reasoning, union, purity,
cleverness, favourableness, softness, happiness, character, question,
livelihood, propriety, dress, soft grass, i small quantity, wealth,

defeat, sexual intercourse, merit and deinerit, youth, home, wife
and various colours.

99. [To represent) white it (the Catura• hand) should be

held up; red and yellow are indicated by moving it round, and
blue by pressing Lone such hand with another.

100. Bhramara (bee)— the middle finger and the thumb
crossing each other, the forefinger bent, the remaining two fingers
separated and raised.

101. (Uses) : It is used to indicate the plucking of flowers
with long stems such as lotus and water-lily, and earring.

102. It should fall down with a sound to represent rebuke,
pride of power, quickness, beiting time and producing confidencc.

103. Hamsasya (swan-mouth)-the forefinger, middle finger
and the thumb close to one another and the remaining fingers
stretched.

92 (13.93, G.93). 93 (B.94, G.94). 94 (B.95, G.95).
95 (В.96, 07.96). , 96-98 (B.97-99, G.97-99). 99 (13.100, G.100).

• 100 (B.101, Q.101).101 (B.102, G.102). 102 (B.103, G.103).
103 (B.104, G.104), 'nirantor iti viralatoam misedhati (Ag.).



104. (Uses): It with the slightly throbbing end is used to

indicate specially, fine, small, loose, lightness, exit, and softness.

105. Hamsapaksa (swin-wings)— the three fingers stretched,

the little finger raised and the thumb bent.

106-108. (Uses) : It is used to indicate pouring libation of

water, and it should be held near the check to represent acceptance

of a gift, Acumana and taking meals by Brahmins, embrace,

excessive stupor, horripilation, touch, unguent and gentle massage.

It may again be used to indicate according to the [prevailing]
Sentiment, amorous action of women relating to the region between
their breasts, their sorrow and touching of their chin.

109, Sundains (pincers)-the forefinger and the thumb

of the Arala hand crossed and the palm a little hollowed.

110. The Sandamsd (hand) according to the Sentiments
and States, is of three kinds, viz. that (held in front, that near
the mouth and that on one side.

111-115. (Uses) : In representing the plueking of flowers,
making garlands of them, taking up grass, leaves, hairs or thread
and holding or pulling out an arrow or thorn the Sandamsa should
be held in one's front. And to represent taking off a flower from
Its stem, the wick lof a lamp, (collyrium stick, filling up Lany
vessel with any thing], in saying 'fe [upon you'], and anger, this
should be held near the mouth. To represent the sacred thread,
piercing a hole [in pearls and similar sbjects], bow-string, fineness,
arrow, and objects aimed at, yoga, meditation and small quantity

[two] such hands should be combined. This shown by the left

hand held on one side and slightly turning its tip is used to re-
present softness, abuse and envy. It is used also to indicate pain-
ting, colouring one's eyes, deliberation, stem, drawing Patralekha
and squeezing of lac-dye by women.

116. Mukula (bud)— the fingers bent and close to one
another and their tips meeting together in the Hamsasya hand.

106-108 (13.107-109, Gt.111).

180) THE NATYASASTRA [ 1X. 101-

104 (B.105, G.105). 105 (B.106, (.106).
109 (B.110, Q.110).

110 (B.111, G 111). 111-115 (B.112-116, G.). 116 (B.117, G.117).
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117-118. (Uses) : It is used to represent the making of

offerings in worshipping a deity, bud of a lotus or a water-lily,
throwing a kiss (vite-cumbana), contempt, miscellaneous things,
taking meals, counting of gold coins, narrowing of the mouth,
giving away [anything], quickness and buds of flowers,

hand [further) bent.

(Uses): It is used to represent the combing of hair,
receiving stolen goods, scratching one's head, skin disease,
lions, tigers and such other animals, and taking up (touch]stone.

finger and the thumb crossed, the fore-finger bent, the remaining
[two fingers] at the palm.

(Uses): It should fall down with i sound to represent
rebukc, beating time, inspiring confidence, quickness, and making
signs.

123. This hand is to be used to indicate small fractions of
time such as Kala, Kastha, Ninesa and Ksana as well as talking
to a young girl and inviting her.

124. When the fingers in a hand are close to one another,
bent and the thumb is set on them, the same is [also] called the

125. By this hand are to be indicated hundred, thousand
and lae of gold coins, and when the fingers in it are suddenly made

to move freely it will represent sparks or drops.
126. O the best of Brahmins, these are the single hands

described by me. Now hear about the combined hands which
I am going to describe.

119-120 (B.120-121, 67.120-121). ' Cf. Ag's explanation of causya-
graha.

•IX. 126 1

119-120. Urpnabha (spider) -the fingers of the Pudikosa

121-122., 'Tamracuda (lit. copper-crest ic. cock)-the middle

Tamracuda hand.

117-118 (B.118-112, (.118119), ¿ vlacumbanam subhiprayam ao-
¿Partum svahaslam, eva mukubitam vitas cambantili vilacumbanam (Ag.).

121-123 (B. 122-194, 7.127-123).

124 (B, 125, (t-125).
125 (B.126, G.126).

123 (B.124, G.124).

126 (B.127, G.127).
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127. Anjali-Putting together of the two Pataka hands is

called Añjali.
(Uses) : It is used to greet gods, venerable persons (guru)

and friendI
128. In greeting gods it is to be held on the head, in case

of venerable persons it is to be held near one's face, and for
greeting the friends it is to be placed on the breast, and in case of
the remaining persons there is no fixed rule.

one of their sides will make the Kapota hand. Listen about its
uses.

130. (Uses) : It is to be used to indicate an approach with
ininical attitude, bowing and talking to a renerable person. To
indicate cold and fear, women are to hold this hand on their breasts.

131. "The hands [showing the Kapota gesture] released after
the meeting of fingers will indicate anxious words, or 'This much
can be done' or 'Nothing more can be done.'

132, Karkata (erab) - When the lingers of the hands aro
interlocked the Karkata hand is produced.

133. (Uses) : It is usel to indicate the bees-wax, massiging
of the limbs, yawning just aiter awakening from sleep, a big body,
supporting the chin and holding a conch-shell for blowing it].

• 134. Svastika-The two Arila hands upturned and held
together at the wrists will form the Svastika. It is to be used by
women.

135. (Uses): When the hands are separated from the

Svastika position, it will indicate directions, clouds, the sky, forests,

seas, scasons, the earth and similar [other] extensive things.

this.

THE NATYASASTRA [IX. 127-

129. Kapoti (pigeon)-The two (Anjali) hands meeting on

127 (B.128, G.128).
128 (B.129b-30a, G.129). 'B. adds one additional hemistich after

129 (B.130b-131a, G.130).
130 (B.131b-1324, G.131).

131 (B.132b-1322, G.132).
182 (B.138b-1842, G.133). 133 (B.134b-135a, G.134).

134 (B.185b-136a, G.135).
185 (B,186b-1372, G.136).
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hand is placed on [the wrist of] another Kataka (mukha] hand the
Katakavardhamanaka hand will be produced.

(Uses) : It is to be used in movements, connected with
love-making and in bowing [to a person).

137. Utsanga-When the Arila hands are contrarily
placed and are held upturned and bent, the Ut anga hand will he
the result.

(Uses) : It is used to indicate the feeling of touch.
138. It is also used to indicate anything to be done with

great offort, acts, of anger and indignation, squcezing [inything]
and women's acts of jealousy.

139-140. Nisadha-The left hand hokding the [right] arm
above the elbow and the right hand sunilarly touching the left arm
with a clenched fist will make a Nisadha hand. 1

141. (Uses): It is to indicate patience, intoxication, pride,
elegance, eagerness, valour, arrogince self-conceit, haughtiness
motionlessness, steadiness and the like.

142. Dola-When the two shoulders are at case in a
Karna and the two Pataka hands are hanging down the Dola
hand is produced.

143. (Uses) : It is to be used in indieating hurry, sadness,
fainting, fit of intoxication, excitement, state of illness and wound
by a weapon.

fingers elose to one another meeting on one side very closely will

139-140 (B 144-115). G. omits this passage and Itl, and read them
differently, but in the foothote to lines 11-16 the definition necurs, and the

B. also gives an additional delinition and uses of the Nisadha
in 3. 141 143.

141 (B.146). ' See note 1 to 139-140.

-IX, 144]

136. Katakavardhamanaka-When one Katakã (mukha)

14t. Paspaputil-The to Sarpasiraly Hands with their

give rise to the l'uspaput band.

136 (B.137h-1384, G.137). 137 (B. 139, G.138). 138 (B 140, G.139).

uses too.

142 (B.148, G.142). '
144 (B.150, G.144).. *

143 (B.140,G.143).
- '145 (B.151, G.145).
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145. (Uses) : It is to be used to indicate the receiving or

carrying of rice, fruits, flowers and foods of various kinds and the
carrying and removing of water.

146. Makara-When the two Pataka hands with their
thumbs raised are turned down and placed on each other the
Makara hand is produced.

147. (Uses) : It is used to indicate lion, tiger, elephant,
crocodile, shark (malara) and fish and other carnivorous animals.

opposite arms between the shoulder and the elbow will give rise to

149. (Uses): It is to be used to indicate the carrying of the
bridegroom and the bride, excessive weight, clasping it pillar and
uprooting a hill or a block of stone,

each other on the breast and are bent and then slowly lowered, the
Avahittha hands will be the result.

151. (Uses) ; It is to be used in indicating weakness, sigh,
showing one's body, thinness [of the body] and longing [for a be
loved person?.

152. Vardhamana-When the Mukula hand is clasped by
the Kapittha the result will be the Vardhamana hand.

153. (Uses) : By pressing one hand with the other it is used
to indicate grasping, receiving, preserving, convention (or doetrine)
truthfulness and abridgement.

154. Or the two Hamsapaksa hands turned down will be
the known as the Vardhamana. (Uses) : It is to be used to represent
the opening of objects like latticed windows.

155. The two kinds of hands (single and combined)

152-153.' Ms. G. of G. and de of B. read tho passages as we do
but Bh and G. rojoet this and send them differently

THE NATYASASTRA [IX. 145

148 Gajadant - The two Sarpasiral hands. 'touching the

the Gajadanta hand.

150. Avahittha-When the tivo Sukatunde hands meet

146 (B.152, G.146). 147 (B.158, 0.147).
148 (13.154, G.148). 149 (B.155, (.149).
150 (B.156, Q.150). 151 (B,157, G.151).

154 (B 158, G.152). 155 (B.160, G.158),
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described briefly may be used elsewhere also in conformity with

the rules laid down here.

General rules regarding the use of hand gestures

156. In acting, hand [gestures] should be selected for their
form, novement, significance, and class according to the personal
judgement [of the actor?.

157. There is no gesture (lit. hand) that cannot be used in
indicating [some] idea. I have profusely described whatever forms

(lit. gestures) are usually seen [to be associated with different

158. There are besides other popular gestures (lit. hand)

connected with other ideas, and they also are to be freely used along

with the movements inspired by the Sentiments and the States.

159. These gestures should be used by males as well as

females with proper regard to place, occasion, the play undertaken

and a suitability of their meaning.

Different movements of haud gestures

160. Ishall now describe the varied movements which
these gestures (lit. hands) [should] have in connexion with taß
[different) Sentiments and States.

161-163. [These movements aro]: drawing upwards, dragg-
ing, drawing out, accepting, killing, beckoning, urging, bringing
together, separating, protecting, releasing, throwing, shaking,
giving away, threatening, cutting, piereing, squeezing and beating.

164. Hand gestures according to the theory of Histrionic
Representation are to have three kinds of general movements, viz.

upwards, sideways and downwards.

165. These movements of hands should at the time of their

use, be embellishad by means of [suitable] expressions in the
eyes, the eyebrows and the face.

161-163 (B.166-168, G.159 161).

ideas].

156 (B.161, G.154).
158 (B 163, G.156).
160 (B.165, G.158).
164 (B.169, G.173).

24

157 (B.162, B.G.155).
159 (B.164, G.157).

. 165 (B.170, G.162).
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Spheres of hand gestures

166. The experts are to use the hand gestures according

to the popular practice and, [in this matter] they should have an

eye to their movement, object, sphere, quantity, appropriateness

and mode.

167. Hand gestures of persons of the superior type should

move near their forehead, that of the middling type of jersons

at about their breasts while the inferior persons [should nove
their hand gestures in regions] below this.

The quantity of gestures

168. In the superior acting, hand gestures should have
scanty movement, in the middling acting medium sort of movement,
while the ordinary aeting should have profuse movements of hand
gestures.

169. To indicate different objects and ideas the hand gestures
of persons of the superior and the middling types [in such cases]
should conform the definitions given lin the Sistra] while gustures
of the persons of inferior type should follow the popular practice
and their [own] natural habit.

170. But when Especially] different occasions or times
present themselves, wise people should make different uses of
the hand gestures.

171-174. While a person is to represent himself as sad,
fainting, terrified, overcome with disgust or sorrow, weak,
asleep, handless, inactive, drowsy, inert, sick, attacked with fever,
seized with panic, attacked with cold, intoxicated, bewildered, mad,
thoughtful, practising austerities, residing in a cold region, prisoner
under arrest, running very swiftly, speaking in dream, suddenly
moving away and cutting nails he is not to use hand gestures,
but he should resort to the Represe tation of the Temperament 119
well as to the change of voice suitable to the different States and
Sentiments.

THE NATYASASTRA "{IX: 168-

166 (B.171, G.163).

168 (B.173, G.165).

170 (B.175, G.187).

167 (B 17%, G.164).

169 (B.174, G.166).

171-174 (B.176-179, G.188-171).
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175. At the time of verbal acting (i.e. when the actor will
enunciate his part) the eyes and the look are to be directed to points

at which the hand gestures are moving, and there should be proper

stops so that the meaning may be [clearly) expressed (lit. seen)*.

176. The movements of hands in dancing and acting will

be of five kinds, viz. palms kept upwards, downwards or oblique,

fingers pointing upwards or downwards.

177. These are the hand gestures connected with the various
kinds of Histrionic Representations. I shall now speak of Dance-
hands (2 e. gestures to be used in dance).

The Dance-hands

178. Caturasra-two Katakamukha hands held forward
eight Angults apart [from each other] on one's breast, the two
shoulders and elbows on the same level.

180. Talamukha-the two hands from the Caturasra
position to be held obliquely facing each other.

181. Svastika-the Talamukha hands crossed at the
wrists; but released after this they ive called Viprakirna.

maka) hands with palms upwards changed into Padmakosa hands.
Its another name is Aralakataka.

183. Aviddhavaktraka-The two hands are to have a
graceful (lutila) movement after touching [successively] the oppo-

site shoulder, elbow and hands, and the palms [of the hands] moved

are to turn towards the back.

. 'B.G. read after this & variant of this

-IX. 183 1

179. Udvrtta-the two Hamsapakga hands waved like a
palm-leaf (fan). Its alternative name is the Tilavrnta (palm-leaf).

182. Aralakatakamukha-the two Alapallava (Alapad-

175 (B,180, (.172), ' B. repeats here 164 (B.169)

178 (B.182, G.175). 177 (B.188, G.176).

178 (B 184, G.177). 179 (B.185, G.178).
180 (B.186, G.179). 181 (B.187, G.180).

182 (B.188, G.181).

defnition. • . 188 (B.190, G.183).
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184. Sucmukha--The two Sarpatirah hands with their

thumhs touching middle fingers are to stretch their tips obliquely.

185. Recita - the two Hamsapulsa hands swiftly moving
with the palms facing upward This is like the ordinary Recita [of

the hands].
186. Ardharecita-The left hand should be as in the

Caturasra and the right hand as in the Recita.

bent obliquely and the shoulders and thelelbows are moved.
188. Pallava-the two Pataka hand joined at the wrist.
Nitamba-the two Pataka hands taken out from the shoulder

[to the hip].

189. Kesabandha-the two hands moved out from the

190. Lata-the to hands to be obliquely stretched

sideways.

191. Karihasta-the Lata hand held up and swung from

side to side and the Tripataka hand held on the ear.

waist and another on the head.

ing places (ir. the hands placed on the waist to be put on the
head and vice versa).

alternately and then held out like a staff.
105. Ordhvamandall-the two hands to have circling

movement near the upper region (ie. the upper part of the body).

184 (B.191, G.184). ' B.G. read after this a variant of this definition.

THE NATYASASTRA | IX. 184-•:

187. Uttinavañcita-The two Tripataka hands are slightly

hair-knot (les bandha) and held on the sides.

192. Paksavañcitaka-one Tripataka hand placed on the

193. Paksapradyotaka-the Paksavancitaka "hands chang-

194. Dandapaksa-the two Hamsapaksa hands moved

185 (B.193, G.186). 186 (B.194, G7.187).

187 (B.195, G.188). 188 (B.196, (.189).
189 (B.197, Gt.190). 190 (B.198, Gt.191).
191 (B.199, (,192). 192 (B.200, 0.193).
193 (B.20), G.194). 104 (B.202; G.195): 195 (B.203, G.196).-
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Parivamandall- the same movement made on one side.

196. Uromandali-after circling movements one hand to

be raised up and the other to hang down, and movements to take

place near the breast.

maka) and Arala hands moved by turns above the breast and on
the sides.

at the wrists ard moved round.
199. Nalinipadmakofa the hands to be moved by turns

200. Allapallava-the two hand to have the Udvestita
Karana in their movements.

Ulbana— the two hands to be stretched up and waved.

moved above the head.
Valita- the two Lata hands crossed at their elbows.
202. The Dance-hands are to be used in forming Karanas

and hands such as the Pataka should be used in representing
the meaning [of words].

203. [But] sometimes, out of necessity their uses are inter-
changed, and the names given are due to their predominant use
in drama and dance.

204, The Dance-hands are of two kinds: single and com-
bined. I shall now speak of hands in relation to the Karanas."

Tho four Karanas of the hand

205-206. Instructors of hand gestures are to note carefully

the four classes into which all such gestures are grouped. The four

204 (B.212, (.208). ' This Karana is evidently differently from the

205-206 (B.218-214, G.204-245).

•IX. 208]

197. Urahpursvardhamandala-the Alapallara (Alapad-

198. Mustikasvastika-the two Katakamukha hands bent

with Vyavartita and Parivartita Karana.

201. Lalita-two [Ala]-pallava (Alapadmaka) hands to be

classes are : Avestita, Udvestita, Vyavarita and Parivartita.

198 (B.204, G.197). 197 (B.205, G.198). 198 (B.206, G.199).

199 (3.207, G.200). 200 (B.208, G.201). 201 (B.209, G.202).

202 (B.210). ' G. omits this. 203 (B.211). 'G. omits this.'

K. mentoned in NS. IV. 82ff.
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207. Avestita: When the fingers beginning with the first

one (the forelinger) are gradually pointing inwards at the time the

hand] moves round, the Karana [thus produced is called Avestita.

208. Udvestita: When the fingers beginning with the first

one [forefingers are gradually pointing outwards at the time

[the hand] moves round, the Karana thus produced is called

209. Vyavartita: When fingers beginning with the last
one (the little finger) are gradually pointing inwards at the time
[the hand] moves round the Karana thus produced is called

210 Parivartita: When the fingers beginning with the last

one (tho little finger) are gradually pointing outwards at the

time [the hand] moves round, the Karana thus produced, is called

211. Hand gestures in their various movements when
applied in drama and dance should be followed by Karanas having
[appropriate expression of) the face, the eyebrows and the eyes.

The movements of arms

212-213. Persons dealing in drama and dance have pres-

214. • Brahmins, I have now finished the brief description
of rules regarding the Karanas and shall speak afterwards about
the movements of the breast, the belly and the sides.

which treats of the Gestures of Hands.

THE NATYASASTRA
[X1. 207- .

Udvestita.

Vyavartita.

Parivartita.

cribed ten [movements) of arms : Tiryak, Urdhvagati, Adhomukha,
Aviddha, Apaviddha, Mandala, Svastika, Añcita, Kuñcita and
Prethaga.

Here ends Chapter IX of Bharata's Natyasastra

207 (B.215, G.206).
209 (B.217, G.208).

211 (B.219, G.210).

813 (B.221, G.212).

208 (B.216, G.207).

210 (B.218, G.209).

212 (B.220, G.211).

214 (B.222, G.213).



CHAPTER TEN

THE GESTURES OF OTHER LIMBS

The breast

1. The breast is known to be of five kinds: Abhugna

(raised) and Sama (natural).
2. Abhugna (slightly bent)-(the breast) lowered, back

high, shoulders slightly bent and at times loose (not stiff).
3. (Uses) ; in hurry, despair, fainting, sorrow, fear, sickness;

broken heart, touching of cold objects, rains and being ashamed
of some act.

4. Nirbhugna (unbent) —(the breast) stiff, back depressed,
shoulders not bent and raised.

5. (Uses) : in paralysis. having resentment, look of surprise,
assertion of truth, mentioning oneself haughtily, and excess of
pride.

6. Prakampita (shaken)-the breast incessantly heaved up
[and down].

7. (Uses) : in laughter, weeping, weariness, panic, (fit of)
asthma, hiccough, and misery.

(Uses) : in (representing) deep breathing, viewing some lofty
[object], and yawning.

D. Sama (natural)-All the limbs being in the Caturasra
and with Sausthuva the breast will be called Sama (natural).

(slightly bent), Nirbhugna (unbent), Prakampita (shaking), Udvahita

8. Udvähita (mised)-the breast raised up.

1 (B.IX.223, G.l). 2 (B.IX.224, G.2).
3 (B. IX.225, G.3). 4 (B.IX.226, G.4).

$ (B.IX,227, G.5). ' B.G. read after this an additional couplet.
6 (B.IX.229, G.7). 7 (B.IX.230, G.8).
8 (B.IX.281, G.9). 9 (B.IX.232, G.10),
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18. 10.

The sides

10. I have properly described the variety of the breast

movements. And I shall now define here the two sides.

11. The sides are of five kinds, viz., Nata (bent), Samunnata

12-15. Nata (bent)-the waist slightly bent, one side slightly

bent, one shoulder drawn away slightly.

Unnata (ruised)-The other side [on the assumption of the

Nada position] will be Unnata (raised), [because in relation of it]

the waist, the side, the arm and the shoulder will be raised.

Prasarita (stretched) - the stretching of the sides in their
(respective) directions.

Vivartita (turned round)-the Trika (sacrum) is to be
turned round.

Prasta (drawn away)-the side restored to its original
position from the Vivartita movement [described above].

These are the definition of the various kinds of sides.
Uses of the sides

16-17. Nata (bent)— in approaching any body.
Unnata (raised)- in going backwards.
Prasarita (stretched)— in joy and the like.

Vivartita (turned round) -in turning about.

These are the uses of sides. Now listen about those of
the belly

The belly

18. The belly is of three kinds: Kgama (thin), Khalva
(depressed), and Purna (full. Of these, the thin (belly) is Keăma,
the bent is Khalva and the full belly is Püma.

THE NATYAgASTRA

(raised), Prasarita (extended), Virvartita (turned round) and

Apasta (drawn away).

Apasta (drawn away)— in returning.

10 (B.1X.233, G.11). 11 (B.IX.284, G.12).
12-15 (B.IX.235-238, G.18-16). ' B reads nivartita.

• 18-17 (B.IX. 239-240, G.17-18)., 18 (B.IX.241, G.19),
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Uses of the belly

Kgama, (thin) : in laughter, weeping, inhalation and19-20.

yawning.

Khalva (depressed) : in sickness, penance (tapas), weariness

and hunger.

Püma (full) : in emitting breath, fatness, disease, too much

eating and the like.

These are the uses of the belly. Now listen about that

of the waist.

The waist

21-24. The waist in dance and drama is of five kinde, viz.

Chinna (turned aside) —in turning the middle of the waist.
Nivtta (turned round)— in turning to the front from the

reverse position.
Recitã (moved about)—in moving in all directions.
Prakampita (shaken)— in obliquely moving up and down.
Udvahita (raised)— in raising the two sides of the waist

slowly.

These are the movements of the waist. Now listen about

their uses.
Uscs of the waist

25-26. Chinnã (turned aside) : in exercising [the limbs],
hurry and looking round.

Nivrtta (turned round) : in turning round.
Recita (moved about) : in movements [of the general type].
Prakampita (shaken) : in the walking of hunch-backs and

persons of the inferior type.

19-20 (BIX,242-243a, 244a, G.20-21). ' B.G. read an additional he-
mistich between 20a and 20b.

25

-8.25)

Chinna (turned aside), Nivrtta, (turned round), Recita (moved
about), Prakampita - Kampita (shaken) and Udvähita (raised).

21-24 (B.IX.244b-2482, G.22-25). ' B.G. read differently.

25-26 (B.IX.248b-950a, G.26-27).

199
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and the amorous movements of women.

The thigh

27-30. The thighs have five conditions, viz. Kampana

(springing up) and Vivartana (turning round).
31, Kampana (shaking)-rising and lowering of heels

repeatedly.
Valana (turning)— drawing the knees inwards [while going].

Stambhana (motionlessness)- suspension of movement.

and moving it.
Vivartana (turning rould)- drawing the heels inwards.

Uses of the thigh

32. Kampana (shaking) : in the frightened movement of
persons of the inferior type.

Valana (turning) : in the movement of women at casc.

Stambhana (motionlessness) : in perturbation and despair.

Udvartana (springing up) : in exercising [the limbs] and the
Class Dance.

Vivartana (turning round) : in going round due to causes
like hurry.

33. Similar other [conditions of the thigh] as they are
found in popular practice, inay be assumed. So much about the
description of the thigh. Now listen about the shank.

The shank

34-37. The shank is of five kinds, viz Avartita (turned)

(turned back).

THE NATYASASTRA [8. 27.

Udvähita (raised) : in the [movement of] corpulent [persons)

(shaking) Valana (turning), Stambhana (motionlessness), Udvartana

Udvartana (springing up) - drawing the knee inwards (valita)

Nata (bent), Ksipta (thrown out), Udvahita (raised) and Parivetta

27-30 (B.IX.250b-253, G.28-31a).

• 30-32 (B.IX.254256a, G.31b-33).

33 (B.IX.256b-257a, C.34). 34-37 (BIX.257b-258a, G.35),
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Avartita (turned)-the left foot turning to the right and the

right [one] to the left. I

-the turning back [of a shank].
Uses of the shank

38-40. Avartita (turned) : in the Jester's walking.
Nata (bent) : in assuming Sthana (standing) and Asana

(sitting) postures,
Ksipta (thrown out) : in the exercise [of limbs] and the

Class Dance.
, (raised) : in movements like quick (avidia)

walking.
Parivetta (turned back) : in Class Dance and the like.
These are the movements of the shank. Now listen about

the movement of the feet.

The feet and their uses

41-50. The feet are of five kinds, viz. Udghattita, Sama,

Udghattita-standing on the fore part of the feet and then
touching the ground with the heels.

(Use) : In practice this is to follow the Udghattita Karana
and this should be applied once or more in the high or medium
speed.

Sama (natural)-[feet] naturally placed on an even ground.
It relates to representing a natural posture.

(Use) : It should be kept still in representing the natural

additional couplets after 40, and G adds ono additional couplet after 14.

-X. 41 1

Nata (bent)-the knee bent.

Ksipta (thrown out) —shank thrown out.!

Udvahita (mised)— raising [a shank] up.
Parivrtta (turned back)

Udvahita

Agratalasañcar, Añcita and Kuncitz.

38-40 (B.IX.262b-263a, (.39).

11-50 (B.IX.265b-270a, 273b-2784, Q.42-45, 47-52). ' 1. adds three

* B. reads shita for kesala menning 'wound'.
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position of the body in connexion with the various Karanas, but

in the Recaka movement of the feet it should be moved.

Agratalasaicara- the heels thrown up, the big toe put forward

and the other toes bent.

(Uses) : This [is to be used] in urging, breaking, standing
posture (sthanaka), kicking, striking the ground, walking, throwing
away (something], various Recaka movements and walking on the
forepart [of the foot] due to an wound at the hecl.

Añcita-the heels on the ground, the forepart of the feet
raised and all the toes spread.

(Uses) ; It is to be applied in representing a movement with
wound at the forepart of the foot, turning round in every way, toot

being struck by something and in various Bhramari movements

Kuncita-the heels thrown up, toes all bent down and

the middle of the feet too bent.
51. (Uses) : It is to be used in aristocratic (udatta) going,

turning round to the right and vice versa and the Atikranta Cāri.

The Caris

52. Persons practising [the Caris] should take up simul-
taneously the movements of the feet, the shanks and the thighs.

[For] in the movement of feet are included all the movements of
the shanks and the thighs.

53. The thighs follow the way in which the feet are moved,
and these two [limbs] constitute together the Cari of the feet.

54. These are the descriptions and uses of the [various]
limbs. I shall now describe the System of the [different] Caris.

which treats of the Gestures of other Limbs

51 (B.IX.278-279a, G.53). 'B. reads after this three additional
hemistichs wich define the Sitei foot as follows: The [right foot with its]
heel raised resting on the big toe and the left foot in the natural position
constitute the Suci foct. It is used in dance and playing the Nupura.

THE NATYASASTRA [8.51.

Here ends Chapter &. of Bharata's Natyasastra,

• 52 (1B.IX.281, G.56). 53 (B.IX.282, G.57).
54 (B.IX.283, G.58).



CHAPTER ELEVEN

THE CARI MOVEMENTS

Definitions

1. As the Caris prescribed by rules and connected with

out to) one another they constitute (lit. are called) a vyajama

2. Cãrl: The movement (mainly] with a single foot, is
called the Cari.

Karana' : The two feet moving [together] is called the Karana.
3. Khanda: A combination of the [three] Karnas is called

the Khanda.
Mandala: Three or four Khandas combine to make up

the Mandala.
Uscs of the Cari

4. From the Caris proceed dance as well as movements
[in general] und release of missiles; and [the stage] fighting [in
general] should be made with the Caris.

5, Whatever has been described as Histrionic Representa-
tion (nalya) is included in the Cäris, and no part of it can take
place without the same.

6. Hence I shall described the rules of the Cãris which are
to be used in dance, ordinary movements and fights [on the stage].

The thirtytwo Caris

7-9. The following sixteen are the earthly (bhaum) Caris :

1 (B. X.2, G.2). ^ B.G. read one additional couplet before this.
& (B.X.&, G3). " This karand should be distinguished from that

mentioned in NS. IV. 80, 94-75, 63ff.

[different] limbs relate to (vy@yacchante from vya-yam, stretch

(System)'. .

Samapada, Sthitavarte, Sakatasya, Adhyardhika, Casagati, Vicyara,

3 (B.X.4, G.4).
4 (B. X.5, G.5). 5 (B.X.6, G6). 6 (B.X.7, G.7).
7-8 (B.X,8-10, G.8-10).
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10-12. The acrial (alasile) Cãris are sixteen in number.

The carthly Caris

13. Samapada - the two feet close togother, the nails [of the
toes] meeting, and standing on the spot'.

cross the remaing foot und this movement repeated with another
foot after separating the two.

foot put forward and the breast being Udvahita.
16. Adhyardhika-the left foot on the back (i.e. heel) of

the right one, the latter to be drawn away [a Tala and half a part).'
17. Casagati-the right foot put forward and then drawn

back and at the same time left foot drawn back and put forward

tion and striking the ground with their fore part.

19. Edakakridita- jumping up and down with the Tala-

the root syand as the basis of all these names. Mss, erratically give syand

and spand. ¿ see note 1 above.

13 (B.X.14, G 14). ' On the appropriateness of this name Ag.

THE NATYASASTRA [XI. 10

Edakakridita, Biddha, Urudvetta, Addita, Utsyandit, " Janita,
Syandita", A pasyandita®, Samotsarita-matalli and Matalli.

They are as follows: Atikranti, Apakranta, Parsvakränta,
Ordhrajanu, Suci, Nupumpadike, Dolapada, Aksipti, Aviddha,
Udvitti, Vidyudbhrant, Alata, Bhujugatrasit, Harinaplut,
Danda and Bramari.

14. Sthitavarta-one Agratalasancura foot drawn up to

15. Sakatasya-the body held upright, one Agratalasañcara

aiterwards.

18. Vicyava-seperating the feet from the Samapada posi-

sañcara feet.

'Ot. reads these names as Utspandito, Apaspanditi and Spandità

and B. as Ulspanditi, Syandita, and Apasyandita. I have been taken

8 ibid.
10-12 (B.X.11-13, G.11-13).

14 (B.N.15, G.15). 15 (B.X.16, G.16).
16 (B.X.I7, G.17). ' The exact measure (14 tola) is given by Ag,
17 (B.X.18, G.18). 18 (B.X: 19, G.19). 19 (B. X.20, G.20).
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20. Baddhã-The sideways movement of the thighs when

the two shanks are crossed.

outwards, one of the shanks to be slightly bent and the thigh

turned up.

the fore part or the back of another foot.
23. Utsyandita-the two feet to move gradually side.

ways (lit. in and out) in the manner of the Recaka.
24. Janita-a Musti hand held on the breast and

another hand novod round, and the fect to be Talasañcara.
25. Syandita-ono foot put forward five Talas away

from the other.

foot being put forward five Talas away from the other).
26. Samotsarita-matalli-going back with a circular move-

ment and the feet being of the Talasaicar kind.
27. Mattali-going back with i eircular movement and

hands being Udvestita and motionless.
28. These are the Caris used in pesonal combat as well as

in the Karanas. I shall now describe the aerial Carls.

The acrial Caris

29. Atikranta-a Kucita foot thrown up, put forward
and caused to fall on the ground.

30. Apakrinti-the Valana posture of the two thighs, a
Kuicita foot raised and thrown down sideways.

31.
up. and brought near the side.

-XI. 31] THE CARI MOVEMEMTS

21. Urudvrttä-the heel of a Talasañcara foot placed

22. Addita- one Agratalasañcara foot rubbing against

Apasyandita- the reverse of the Syandita Cari (ic. another

.

Parsvakranta-one foot Kuncitt aud nother thrown

20 (B.X.21, G.21),
23 (B. X,24, (.24).
26 (B.X.27, G.27).
39 (B.X. 30, .30).

21 (B.N.22, G.22).
21 (B.X.25, G.25).
27 (BX.28, G.28).
30 (B.X.31, G.31).

22 (B.N.23, G.23).
25 (B. X.26, G.26).

28 (B.N.29, G.29).

31 (B.X.32, G.32).
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32.
brought up to the level of the breast, and the remaining knee with-
out movement and then this second foot thrown up in the manner
of the first, and the first foot kept motionless.

33. Suci-a Kulcita foot thrown up and brought above
the knee of the remaining foot and then to let it fall on its fore

part.

behind another font and then quickly caused to fall on the ground.
35. Dolapada-one Kuncita foot thrown up and moved

from side to side and then caused te fall on the ground as an

36. Aksipta-one Kuncita foot thrown off and then
placing it quickly on an Aicita foot by crossing the shank of the
romaining leg.

tion stretching and falling on the ground quickly as an Aicita foot.

taken round [the thigh of the remaining leg] and thrown up and
then caused to fall [on the ground].

39. Vidyudbhranta-one foot turned to the back and after
touching its top part to be stretched and the head moved in a circle.

40. Alta-one foot stretched backwards and then put in
and afterwards caused to fall in its heel.

the waist and the knee being turned round and the thigh [of the
remaining foot] to be turned round too.

caused to fall on the ground after a jump and the shank of an
Añcita foot to be put in the Ksipta posture.

THE NATYASASTRA [XI. 32-

Ordhvajanu -throwing up a Kuicita foot and its knee

34. Nupurapadika- one Aicita foot raised up and taken

Añcita foot,

37. Aviddhã-one Kuncita foot from the Svastika posi-

38. Udvrtta--the (Kuñcita) foot of the Aviddha Carl

11. Bhujangatrasitē-one Kuñcita foot thrown up and

12. Harinapluta -the foot in the Atikranta Cari to be

32 (B.X.33, G.33).
35 (B. X.36, G 36).
38 (B. X.39, G.39).
41 (B.X.42, G.42).

33 (B.X.34, G.34).
36 (B.X 37, G.37)..
39 (B. X.40, G.40).
42 (B.X.43, G.43).

34 (B.X.35, G.35).
37 (B X 38, G.38).
40 (B.X. 41, G.41),
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be stretched and quickly to turn.

44. Bhramari : the foot in the Atikranta Cari to be thrown

up and the entire body turned round (lit. the Trika turned round)

and then the second foot to be moved on its sole.

45. These are the aerial Caris, consisting of graceful

movements of the limbs. These are to be applied in the release of

weapons like an arrow and the thunderbolt (vajra).

46. O, Brahmins, in all these cases the two hands should,

according to the circumstances, either precede, go simultaneously

with or follow the feet.

47. Where the foot [moves], there the hand [should follow]

and where the hand [moves], there the entire body. [Hence] after

taking a step, all the minor limbs should be made use of.
48. When in course of a Cãri a foot comes to rest on the

ground the corresponding hand should be moved round and
brought on the waist.

49. I have finished describing the Caris consisting of grace-
ful movements of the limbs. I shall now speak of the Sthanas

(standing posture) to be used in the release of missiles of all kinds.

50. The six Sthanas (standing posture) for men are

51-52. Vaisnava-the feet two Talas and a half apart, one
foot in the natural posture and another obliquely placed with toes
pointing sideways and the shank bent (ancita.) and limbs with
the Sausthava Vignu is the presiding deity of this Sthana.

53. (Uses) : From this Sthana persons of the superior and
the middling types should carry on their ordinary (lit. natural)
conversation in connexion with the various duties.

26

•XI. 63]

18. Dandapada: the foot in the Nupura- [padiki] Cari to

The Sthanns

Vaisnava, Sampada, Vaisakha, Mandala, Alidha, and Pratyalidha

43 (B. X. 44, 0.44) 46 (B. X 45, G.45).
48 (B.X.47, G.47). 47 (B.X. 48, G.49%.
49 (B.X.50, G7.50). 50 (B.X.51, G.51).
51-52 (B..52-53, G.52-53). • 53 (B..N.54, 0.5 k).

45 (B. X.16, G.46).

48 (B..N.49, Cr.49).
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54. It should also be assumed in throwing a disc, holding

a bow, in patient and stately movement of the limbs and in anger.

55-57. On being reversed it is to be used in anger of love.

And similarly in the administration of rebuke, and in love, distress,

apprehension, envy, cruelty, assurance, and recollection, it is to be
assumed when the Erotic, the Marvellous, the Odious and the
Heroic Sentiments are prominently introduced.

57-58. Samapadz--the feet in the natural posture and kept
one Tala apart and the body with the natural Sausthava. Brahman
is its presiding deity.

58-60. (Uses) : It shoukl be assumed in accopting blessings
from the Brahmins, and in minicking birds. The bridegroon at
the marriage ceremony, persons in the sky, chariot and aerial car

ing rows are also to assume this.

and the thighs without motion; [besides this the two feet to be
obliquely placed pointing sideways. Kartikeya (Skanda) is its
presiding deity.

62-64. (Uses) : This Sthana should be assumed in riding
horses, and in exercise, exit [from any place], mimicking large
birds, practice of bending the bow and in the Recakas [of
the feet].

64-65. Mandala: It relates to Indra (ir. its presiding
deity is Indra). In it the feet are four Tals apart and they are
obliquely placed and turned sideways, the waist and the knee are

in the natural position.

".
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(vimana), persons? of marked seets (lingastha) and persons practis-

61-62. Vaisakha-the two feet three Talas ind a hulf apart

54 (B.X. 55, G.55). 55-57 (B.X.56-58, G 56-57),
57-58 (13.X.58-59, G.58).

58-64 (B.X.59-61, G.59-60), ' vipramaigala riprail yan marga-
lusirvacanidi (Ag.).

'Lingasthan-saividyan vratastha erdhvakiadi prajiangah (P)(Ag.).

60•62 (B.X.61-63, G.61-62).

64-65 (B. X.65-66, G1.65).

62-64 (B.X.63-65, G.63-64),
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65-66. (Uses) : The Mandala Sthana should be assumed in
the use of weapons like the bow and the thunderbolt, riding of
elephants, and mimicking large birds.

66-67. Alidha: The right foot in the Mandala Sthana
drawn five Talas apart [from the other foot] will make the Aligha

Sthana. Rudra is its presiding deity.
67-69. (Uses) : This Sthana should be assumed in all acts

relating to the Heroic and the Furious Sentiments, duel of wrestlers
and in the representation of enemies, an attack [on them], and

release of missiles.

69-70. Pratyalidha: When the right foot is bent and the

left foot is put forward in the Alidha Sthana the Pratyalidha

Sthana will be produced.

70-71. (Uses) : The missiles made ready for throwing from

the Alidha Sthana are to be [actually] thrown from the Pratyälidha
The actor should use various weapons from this Sthana.

The four Nyayas in using wcapons

71-72. There are four Nyãyas (ways) of using weapons (lit.

72-73. In the Bharata [Myaya the weapon] should strike
(lit. cut) at the waist, in the Sittvatta at the foot, in the Varsaganya
at the breast and in the Kaisika at the head.

73-74. In these Nyāyas arising out of the various Caris,

the actors should walk about [on the stage] at [the time of] using

weapons.

74-75. The Nyãyas (way) we so called' because fights [on

the stage] are niyaute (carriod on) with the Angaharas relating

to the Nyiyas and arising out of them.

-XI. 74]

Sthana.

releasing missiles), viz. Bharata, Sattvata, Varsaganya, and
Kaisika.

85-66 (B. X.66-67, G.66).
87-69 (B. X.68-70, (7.68-69).
70-71 (B.X.71-72, G7.71).
72-73 (B. X.73-74, G.73).
7475 (B.X.75-76 G.75).

66-67 (B. X.67-68, G.67).
69-70 (B. X.70-71, G.70).
71-72 (B.X.72-73, G.72),
73-74 (B.X.74-75, G.74).

'prakirtitah B. reads pravartital.
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75-79. Bharata: Putting forward the shield with the left

hand and taking the sword (lit. weapon) the actor should wall

about on the stage. Stretching the hand forward fully and then

drawing it back he should move the shield at his back from side to

side and flourish the sword (lit. weapon) around his head, and it
should also be turned round [about the wrist] near the check.
And again the hands hoking the sword and the shield should be

flourished gracefully around the head.

80-81, Sattvata: I shall now speak of walking about in
the Sattvata Nyaya. In it the same flourishing (ir. as in Bharata)
of the sword and the shield holds good, but this (the flourishing of
the weapon) should take place at one's back.

81-82. Varsaganya. The walking about in the Varsaganya
Nyaya will be similar to that in the Sattvata, and the sword (lit.
weapon) and the shield also should be flourished similarly, but

these should go round the head.

83-84. Kakika: The flourishing of the sword (lit. weapon)
near the breast or the shoulder which is to take place in the
Bharata Nyayaj will hold good in case of the Kaisika. But (in
the latter] the sword (lit. weapon) should be made to strike only
after being flourished over the head.

84-85. With these graceful movements of the limbs
weapons like the how, the thunderholt and the sword are to be
flourished at the time of their use.

85-87. In the stage-fight there should be no [actuall pier-
cing, cutting or flow of blood and the actual striking. The use of
weapons (lit. relcase of missiles) should be done with its mimicry,
or the cutting off (of any one's limb] should be represented,
according rules, by the use of gestures and postures only.

78-88.The exercise should be performed in the Angahãras

this.

THE NATYASASTRA [XI. 75.

76-79 (B.X.76-80, G.76-80). 80-81 (B.X.81-82, (.80-81).
81-82 (B.X.82-93, (.82-83) 83-84 (B.X.84-85, .89-84).
84-85 (B.X.85-86, G.85). 85-87 (13. X.76-88, G.76-87).

•97-88 (B.X.88-89, G.88). ' B.G, read one additional couplet after
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embellished with the Sausthava and accompanied by music with

[proper] tempo and Tala.

85-91. Those performing the exercises (in Anguhurs]

should take care of the Sausthava, for the limbs without it

(Sausthava) create no beauty (lit. do not shine) in drama or

dance. The Sausthava of limbs is to be presented by being still,

unbent, at easc, not very upright and not much bent. When the

waist and the ears as well as the elbow, the shoulder and the head

are in their natural position (samn.) and the breast is raised
it will be the Sausthava [of the body? 1

hands moving about at the waist and the navel together with
the breast raised, is called the Caturasra of the limbs.

The four acts relating to the bow

92-93. There are four acts relating to the how, viz. prepar-

93-91. The preparing (parim@/jund) is the bending [of the
bow], taking (raluna) is the pulling out of [the drow], taking in
aim (sandhana) is to put the arrow to the bow, and shooting
(molesana) is the release [of the arrow].

The method of exercise

91-95. : One should perform exercise [in the Angahãras and

Caris] on the floor as well as [high up] in the air and should have

beforehand get one's body massaged with the [sesamum] oil or

barely gruel.

ceuplet after this.

•XI. 94 )

The Sausthava

The Caturasra

91-92. Calurasara: The Vaignava Sthana with the two

ing (parimarjana), taking an arrow (aland), taking an aim
(santana) and shooting (mulisina).

88-91 (B.X.89b, 91-93, G.89b 90-92). 'B.G. road one additional

91-92 (B.X.94-95, G.94). 92-93 (B.X.95-96, (7.95).

93-94 (B.X.96-97, (.96).'G. reads sammirjana.

94-95 (В. X.97-98, 0.97).
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95-90. The floor is the proper place (lit. mother) for
exercise. Hence one should resort to the floor, and stretching
oneself over it one should take exercise.

Health and nourishment of persons taking exercise

96-99.For the strength of body one should take [proper]
snuff and get oneself purged fit. resort to the rule regard-
ing the abdomen, take agreeable food, meat] juice and drink.
For vitality is dependent on one's nourishment and the exercise is
dependent on vitality. Hence one should be careful about one's
nourishment. When the body is not cleansed and one is very
tired, hungry, thirsty, has drunk too much [water'], eaten too much,
one shonld not take exercise. The wise [teacher] should give
training in exercise to his pupil who has a graceful body and
square breast and is not covored with (much) garment.

100. These are the rules regarding the Caris in connexion
with the exeroise of [the limbs). I shall hereafter speak of the
different Mandalas.

which treats of the Rule of Caris.

THE NATYASASTRA [ XI. 95-

Here ends Chapter XI of Bharata's Natyasastra

95-96 (B.X.98-99, Ct.98).
96-99 (B. X.99-102, C. 99-102). 100 (B.X.103, G.103).



CHAPTER TWELVE

THE MANDALA MOVEMENTS

The Mandalas

1. I have now properly described the Caris in connexion
with the use of weapons (lit. release of missiles). [Now] learn
about the Mandalas arising out of a combination of the Caris.

3-5. The earthly Mandalas are Bhramara, Askandita',

[Now] listen about their description.?

The aerial Mandalas

6-9. Atikranta-the right foot [to be moved successively]
in the Janita Cari and [the Sakatasya Cari in which the breast is]
Udvahita, the left foot in the Alata Cari and the right foot in the

right foot in the Apakranta Cari, Lagain the left foot successively,
in the Suci Cari and [the Bhramari Cari by] turning the Trika",
(then) the right foot in the Udvritta Cari and the left foot in the
Alata Cari which should be changed (lit. divided) to the Bhramari
Cari, again this left foot in the Alata Cari and the right foot in

10-13. Vicitra-the right foot [successively to he moved]

dita which scens to be a corruption for iskandita. See the Cari of this
name XI. 7-9.

* B. reads 5b. differently.

'See Ag.

2-3. The aerial Mandalas are : Atikranta, Vicitra, Lilita-
salcara, Sucividdba, Dandapada, Vihrta, Alata, Vamaviddla,
Talita and Krantal.

Avarta, Sumotsarita, Edakakridita, Ad lita, Sukatisy, and Casagata.

Parsvakrantā Cari. (next) the left foot in the Suci Cari and the

the Dandapada Cari.

in the Janita Cãri and in the Talasañcara' (Nikuttana), manner

1 (B.XI.1, G.1).
2-3 (B.XI.2-3, G.2-3). * B. adds one additional hemistich after this.
3-5 (B. XI.46, (.3-5). * Mss. sometimes gives this naine as aspan-

6-9 (B.XI.7, 8b-11, G.6-2).. ' See Ag.
10-13 (B,XI,113-12a, 13a, 13-15, G.10-13).
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(then) the left foot in the Syandita Cari, the right foot in the Pars-

(next) the left foot in the Suc Cari, the right foot in the Viksitpa

Cari and the right one in the Parsvakranta Cari (again) the left foot
[successively] in the Süc and the Bhrumari Cisis [this latter by
turning round the Trikal and the right foot in the Parsvakranta
Cari and the left foot in the Atikranta Cari which to be changed
(lit. divided) into the Bhramari Cari'.

18-19. Sucividdha-the left foot [to be moved] in the
Suci and the Bhrumari Caris Ithe latter by turning the Trika
round, the right foot in the Parsvakranta Cari the left foot in the
Atikranta Cari, next the right foot in the Suci, the left foot in

20-22. Dandapala-the right foot to be moved in the
Janita and the Dandapada Cans, the left foot in the Süci and the
Bhrumari Caris [the latter by turning the Trika], (next) the right
foot in the Urüdvitta Cari and the left foot in the Alata Cāri,
(again) the right foot in the Parsvakranta Cari and the left

to meet the right foot in the Dundapada Cari and the left foot
[successively] in the Suci and the Bhrumari Caris the latter by
turning the Trika].

23-26. Vihrta-the right foot [to be moved] in the Janita

Cari and the right foot in the Urudvtta Cari, (then) the left foot in
the Alita Cari and the right foot in the Suci Cari, again the left

• B. reads one additional hemistich after 10.
14-17 (B.XI.16-17, 19, G.11-16, 18). ' B.G. reads one additional

couplet after 16.

THE NATYASASTRA [ XII. 14.

vakranta Cãri®, (again) the left foot in the Bhujangatrasita Cari and

the right foot [successively in the Atikrana and Udvilta Caris,

(Aksipta) Cari and the left foot in the Apakranta Cari.
1-1-17. Lalitasancara- the rigot foot with the knec raised

[to move] in the Suci Cari, (next) the left foot in the Apakränta

the Apakrinta Crü and the right foot aguin in the Pasvakranti
Cari.

foot [successively, in the Bhujangatrasta and the Atikranta Caris

Cari (then) its Nikuttana, (next) the left foot in the Syandita

• 18-19 (B.XI.20-21, C 19-20). 20-22 (B. XI•22-24, G.21-23).
28-26 (B.XI.25-28, G.24-27).
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foot in the Parsvakranta Cari and the right foot in the Aksipta

and the Bhramari [this by turning the Trika] and the Dandapada
Caris, (then) the left foot in the Suci and the Bhramari Cäris [the

latter by turning the Trika] again the right foot in the Bhujanga-
trasita Cari and the left foot in the Atikranta Cari.

37-29. Alata-the right foot [to be moved] in the Suci Cäri
and the left foot in the A pakranta Cart, then the right foot in the
Parsvakranta Cãri and the left foot in the Alata Cari, after moving
by turn in the these [two] Caris six or seven times with graceful
steps, again the right foot in the Aprkranta Cãri and the left foot
[successively] in the Atikranta and the Bhramari Caris.

30-33. Vanaviddha-the right foot [to be moved] in the
Suci Cari, the left foot in the Apakranta Cari, (then) the right foot
in the Dandapada Cari and the left foot in the Suc Cari and right
foot in the Bhramari [this by turning the Trika] and the Parsva-
krantã, Caris, (next) the left foot in the Aksipta Cari and the right

[successively] in the Süci, the Bhramari [this by turning the Trika]

Cari and the left foot in the Atikrantà Cari.
31-37. Lalita-the right foot [to be moved] in the Süci

Cari and the left foot in the Apakrante Cari, (then) the right foot

foot in the Atikranta Cari and the Urudvitta Caris the left foot and
the Aläta Cãri, and the right foot in the Parsvakrantã Cari, next the
left foot in the Atikranta Cari with graceful steps.

38-40. Kranta--the right foot [to be moved] in the Suci
Cari and the left foot in the Apakrinta Cari, then the right foot in
the Pursvakranta Cãri and the left foot too in the same Cari (Pars-
vakrama), moving round alternately in these Caris in all directions,
again the left foot in the Suci Cari and the right foot in the

-XII. 38 ]

foot in the Dandapada and the Urudvitta Caris, (then) the left foot

and the Aläti Cäris, (next) the right foot in the Prisvakranta

in the Parsvakranta and the Bhujangatrasita Caris, (then) the left

27-29 (B.X1.29-30, 31b-328, G.28-30).

30-38 (B. XI.32b-36%, Ct.31-34).
34-37 (B. XI 36b-372, 38-402, G.35-37). ^G. omits 35 and 36b,
38-40 (B.XI. 40b-432, G.88-40).

37
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Apakrinta Cari. This Mandala is prescribed for the natural gait.

Hence it is called Kränta i.p. going.

41. These are the aerial Mandalas. Now I shall describe

those on the earth.

The earthly Mandalas

42-44. Bhramara-the right foot [to be moved in the

Janita Cari and the left foot in the Skundita (Askanditio) Cari, then
the right foot in the Sakatasya Cari and the left foot to be stretched,
(next) the right tout in the Bhrami Ciri [by turning the Trikal,
again the left foot in the Skandita (Askandita) Cari and the right

(Apasarpi) Cari and the Bhramar Car by turning about the back.
15-17. Askindlitz-the right foot (to be moved) in the

Bhramari Cari and the left foot in the Addite and the Bhramari
Cars the latter by turning the Trika, then the right foot. in the

the Bhramari Cars the latter by turning the Trika then the right
foot in the Skandits Cari, (next) the left foot in the Sakatasy and
the same foot to violently strike the ground.

48-50. Avarta -the right foot [to be moved] in the Janita

foot foot the Atikranta (Apasarpi) Car turning backwards and the

and the left foot in the Sakatisy Cari, again the right foot in the
Bhramar Car with the Trika turned round, and the left foot in the

51-53. Samotsarita-assuming first of all the Samapada
Sthana, then stretching the two hands with their palms turned

ments, then putting the left hand on the waist, the right hand
moved in the Avartite manner [next the right handto be put on

**THE NATYASASTRA (X11. 41-

foot in the Sakatasy Cari, then the left foot in the Apakränti

Urudutta Cari and the left foot in the Apakranta (Apasarpit:) and

Cari and the left foot in the Talasancura (Nikuttaka) Cari, then the
right foot in the Sakatasy and the Urüdvtta Cari, (next) the right

Casagati Cari, then the right foot in the Skundita (Askudits) Cari

A pakrinta (Apsarpi) Cari.

upwurds, (next) their intermittant Avestuna and Udvestana move-

41 (B.XI.43b-44a, G.41).
42-44 (B.XI.44b-47a, G.42-44).
48-50 (В. XI 50b-53a, G.48-50).

45-47 (B.X1,47b-50a, G.45-47).
51-58 (B.XI.53b-56a, G.51-53).
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on the waist] and the left hand moved in the Avartita manner,

moving round alternately with this Cari will rise to the Samotsa-

rita Mandala.

54-55. Edakäkridita- the two feet on the ground [to be

the swift moving Bhramari Cari by turning the Trika, (then) mor-
ing [the fcet] round alternately in the Süci and the Aviddha Caris.
This will give rise to the Khanda-mandala named Edakakridita.

56-58. Addita-the right foot [to be moved] in the
Udghattita manner and then (simply] moved round, next [to
be moved] in the Syandita (Asyandita) Cari and the left foot in the
Sikatasya Cari, next the right foot to be moved backwards in the

in the Addita Cari and the right foot in the Apakranta (A pas upita)
Cari. (next, the left foot in the Bhramari Cari and the right foot in
the Syandita (Asyanditi) Car and to violently strike the ground.

59-60. Sakatasy.-The right foot [to be moved) in the

manner, the same foot in the Sakutasya Cari and the left foot in the
Syandita (Asyandita) Cari, moving round in this manner alternately

is to be used in fight.
61-62. Adhyardha-the right foot [to be moved succes-

sively] in the Janita and Syundita Caris, then the left foot in the

Ciri. Moving around alternately in these Caris, will be the Cari
Mandala named the Adhyardha to be used in personal combat.

63-61. Pistakutta-The right foot [to be moved in the
Suci Cari and the left foot in the Apakranta [then] the right foot in

-XII. 63 ]

moved successively] in the Saci and the Edukakridita Caris, (next)

A pakranta (Apararpi) and the Casaguti Caris, (then) the luft foot

danita Cari and next it to move in the Talasanear (Nikuttakil)

with the Sukatasya Cari. This Cari Mandala named the Sakatasya

Apakrinta (Apasarpita) Cari and the right foot in the Sikatasy.

54-55 (B.XI.56b-58a, 54-55). ' This khandamandala suems to lo
another name for edakikridita.

56-58 (B.XI.580-61a, (7.56-58). ' asphotana-padatalena brimi-

tarlana (Ag.).

59-60 (B.XI.61b-63a, (.59-60). 61-62 B. XI.63b-65a, G.61-62).

68-64 (B. XI.65b-67a, .63-64).
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the Bhujangatrasita Cari and the left foot too in the same Cari.

Thus going round in the Bhujangatrásita Cari is known as the

Cari Mandala named the Pistakutta known to be used in personal

combat.

65, Casagata-Going round with feet in the Casagate Cari

is called the Cari Mandala named Casagata. It to be used in per-

sonal combat.

66. Here I have described in brief the Mandalas arising out

of the various Cãris. Now I shall describe the Sama Caris.

67. The use of the Sama Caris are known as Sama Manda-

las. [An actor] using them is to follow the instruction of the

68. These Mandalas to be used in fight aud personal

combat, are to be performed with sportiveness and graceful move-

ments of limbs, and should be ascompanied by [suitable] instrumen-
tal music.

which treats of the Rules about the Mandalas.

THE NArrASASTRA (811, 66.

master actor (acaryabuddhi).

Here ends Chapter XII of Bharata's Natyaastra,

г-=4

65 (B.XI.670-68a, G.65).
67 (B.XI.69b-70a, G.67).

66 (B.XI.68b-693, G.66).
88 (B. XI.79b-71a, G.68).



CHAPTER THIRTEEN

THE DIFFERENT GAITS

1. So much about the formation of the Mandalas by a
combination of the Systems of Cari (cari-vyayama). I shall here-
after describe the Gaits suitable for (lit. existing in) different
characters [in a play].

Entrance of dramatis personae

2-3. After the Upavahuna in accompaniment of drums and
other musical instruments has been performed by observing Kalas
suitable to the Marga [adopted in it], and the Dhruväs [to be sung]
at the entrance of dramatis personae, have commenced and the
curtain has been drawn away, the actors who are to develop the
Sentiments in the various items [of n play] should enter (lit. be
made to enter) the stage.

Posture for superior and middling characters at the entrance

47. In case of characters of the superior and the middling
types [the actor] should assume the Vaispara Sthana, his breast
being raised, Sama and Caturasra, shoulders at rest and not
raised very much, the neck as graceful as that of a peacock, the
shoulders eight Angulas apart from the ears, the chin four Angulas
apart from the breast, and the two hands (the right and the left)
respectively at the navel and at the left waist.

The interval of their feet

8-9. In the posture described above the interval between

the two feet lof the actor] should be two Talas and a half. Steps

cribed with a view to the person, Sentiment, situation, place and occasion".

upohana (Pkt.) which afterwards was adopted in its place; for upohana
see NS. (Ch) XXXI. 235f, It is defined by Ag. as follows: upohyante

1 (B.XII.1, G.1). ' On the Gait Ag. says: "The Gait is to be pres-

2-3 (B.XII.2-3, G.2-3). '-It seems that upavahana gave rise to

samase-ugasatali padakalatalasamabhihitali suarà yasmin ange tallathoklam (I.p.186).
17 (B.XII.47, G.47). 8-9 (B.XII.8-9,Ct.8-9).
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that he will take should according to his own measure [of the hand]

• be four or two Talas or one Tala wide.

9-10. In case of [characters such as] gods and kings the
steps should be four Talas wide, of the middling [type of charac-
ters] two Tolas, and of women and persons of the inferior type
one Tala wide.

The time for their steps

10-11. [And the time required for the steps should be] four
or two Kalas or one Kali only. [Steps] of the superior [characters]
should take four Kalas, those of the middling type two Kalis ind
those of the inferior type one Kala only.

The tempo of their Gait

12. An export in the theatrical art should apply three
kinds of tempos-low, medium and quick-to the fait Lof
different characters) according to ther nature.

13. The Gait of the superior characters should be] slow,
that of the muddling [characters should have the medium tempo,
while the Gait off the inferior characters should bel quick and
copious. (Thus should be applied the three tempos according
to the spirit [of the different characters).

It So much about the rules regarding the timing and
tempo [of the steps). O the sinless ones, listen now about the
manner of taking steps [suitable to different characters]

The natural Gait

15. In his natural [Gait] a superior [character] is to raise his
knce up to the height of the waist and in case of Caris to be used in
fighting the stune (i.c. the knee) is to be raised up to the height of
the breast.

16-19. With the graceful steps of the Parsvakranta Cãri and

THE NATYASASTRA ( XIII. 9.

9-10 (В.XII.9-10, 67.9-10). 10-11 (B.XII.10-11, G.10-11).
12 (B.XII.12, G.12). ' B. reads layam budhah.

13 (B.XIL.13, G.13). ' sattvam-cittavittih (Ag.).
14 (B. XII. 14, (.14). 15 (B.XII.15, (.15).

16-19 (B.XII.16-19, G.16-19).
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in accompaniment of instrumental music he should go five uniform

steps, towards the corner of the stage and then he should move

in the Suci Cari by putting forward his left foot first and the

right foot afterwards. Then turning round he should go [five

similar steps] towards the second corner of [of stage] and then
move in the Suci Cari by putting forward his left foot first and the
right foot afterwards. Next time he should [again turn round and]
go [ive similar stops] towuds the musical instruments and then
again move in the Suci Cari by putting forward his left loot first
und the right foot afterwards. Thus his movement will consist
of twentyone steps.

20. In an oblong stage the actor (bharata) should make
elaborate foot movements (lit. coming and going by foot-steps), but
in square and triangular stages such movements should respectively
be of the Catarisra and the Tryasra types.

21. When La character, is walking along with his equals,
the tempo lof his Gait] will be [according to his own rank in
terms of four or two Kalas or of one Kali.

22. But when any one is walking accompanied by
persons of the middling and the inferior types [the tempo of the
Gait of the groupl will be in termsof four and two kalis and
one Kala.

23. The wise actors should make the steps four Talas wide

24. All (other] dwellers of the heaven will have steps of
medium [width]. But those among them who we haughty? should
have Gait similu to that of the gods.

' Sce V. 70-71.

'B.G. reads here daitya instead of deva

•XIII. 24]

in case of gods, Danavas Punnagis (Naga), Yaksas, kings, and

Raksasis.

20 (B.XII.20, G.20).
redlah-pürsmiksetre sucipadanipatal: (Ag.).

21 (B.XII.21, G.21).
22 (B,XII.22, G.22).
28 (B.X11.23, G.23).

(gol).
24 (B.XII.24, G.24). ' By such dwellers devadutas are meant (Ag.).
= mitaliprabhi layah (Ag.).



Gait of kings

The sages question :
25-28. "If the kings are human beings why should they

have a Gait similar to that of the gods?" It is said [in reply],
"Why should not the kings have Guit suitable for these (i.e. gods) ?

In druma the characters [are of three kinds, viz.] divine, semi-
divine (lit. divine-human) and human. Of these, the nature of
gods is divine, that of the kings is semi-divine and that of the
other's is known to the people as human. For the kings have been
described in the Vedas and the Vedanta (Upanisad) * as being
made up (lit. born) of the parts of [different] gods. Hence there
cannot be any fault in kings imitating the gods."

29. This is the rule of the Gait in ordinary walking, but for
Gaits in cases of hurry, insanity and anger the rule about its
measure will not apply.

Gait under special conditions

30. [In those cases! the producers of plays are to apply to
all the different characters, superior, middling and inferior, Gaits
as modified by their peculiar condition.

31. Their Gaits should be of the duration of half of four
Kalas or half of that (i. c. two Kalãs) on attaining conditions other
than the normal ones.

32. [The relative position of the different characters as
regards the timing of their Gaits is as follows): While a superior
[character] will have a Gait of four Kalas, a middling [character] is
to have that of two Kalas and an inferior [character] of one Kala.

33. When a middling character will have a Gait of a Kala,
un inferior character is to have that of half a Kala. Thus
one should make Lin different Gaits under special conditions) a
reduction of Kalas.

• ' G. read 33 a differently.

816 THE NATYASASTRA [8.20-

25-28 (B.XII.25-28, G.25-28). 1vedudhyälmast=vedest

adhyalmas asiresu vedäntesy (Ag.).

29 (B. XII.29, (t.29). 30 (B.XII.30, G.30).

31 (B.XII.31, G.31).
32 (B.XII.32, G.32).

38 (B.XII.33, G.33).

tathe
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34. The Gait of superior persons is not to be applied to

that of the middling type, and the Guit of the middling characters

is not to be applied to that of the inferior type.'

Tempo of Gaits under special conditions

35-37. In case of an attack of fever, hunger, fatigue, due to
austerities, [excessive] terror;' dissimulation, uneasiness, love [in
separation], sorrow and in the sick persons' walking the Gait'should
be of slow tempo lasting more than four Kalas. But in case of
anxiety the Gait should be of four Kales' [curation]?

37-40. In case of concealed (lit. uneasy) love, panic, fright,
agitation, joy, hurried action, hearing of unweleome news, hanghti-
ness or insult, sight of porentuous objects, urgent work, distress,
search for enemies, pursuit of an offender and pursuit by a ferocious
animal, the wise [actor) should havr Gaits with steps of two Kalas'
(duration].

Gait in the Erotic Sentiment

41-41. The Gait in ordinary love-making should be graceful.
"The lover is to enter the stage with the female Messenger (le]
showing the way. He isto act his part (lit. meaning connected
with the play) by means of the Sucil. He should be adorned with
lovely garments, perfumes, ornaments" and garlands of various
sweet-scenting flowers. He should walk with graceful steps in
the Atikranta Cari, and his limbs should have the Sausthava,
and he shoukd move with proper tempo and Tala. His hands
should always follow the feet. The former should be raised along
with the falling of the latter and with the raising of the latter the
former should fall (lit. vice versa) 8.

45-48. Now listen about the Gait in case of concealed love.
After dismissing his servants (lit. men) the lover is to walk

28

• &III. 45 ]

34 (BXII.39b-40a, G.34).

35-38 (B.XII.34-35, G.35-36), ' vismaye G. viksate. = G. omits 37a.

37 (B.XII.31-362, G.35-36). 37-40 (B.XII.26b-39:, (-37-59).

11-44 (B. XII. 106-44, G-4)6-44). ! See NS. XXIV.43.
3 Read hidyair gandhair latha vastrair alamkirais co.
*G. omits 44b, 45-48 (R. XII. 45-487, G.44b-47).
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[at night] along with the female Messenger as his guide. He is to

put out the lamp. He is to be dressed in [simple] clothes suited to
the time day and is to not make his toilet elaborately. In making
love secretly a person is to walk with slow and silent steps, and
from [any] sounds [heard at the time] he is constantly to look
around and tremble in his body and to have a faltering Gait.

Gait in the Terrible Sentiment

48-54. [In treating the Gait] in the Terrible Scntiment I
shall speak only with regard to Daityas, Rakssas and Nagas.
O Brahmins, the Terrible Sentiment only is dominant in their
case. And this Terrible Sentiment is of three kinds, viz. Terrible
in make-up, Terrible in limbs and T'errible by nature. LAn ex-
ample of] the Terrible in make-up is [a Raksasa] with his body
dripping in blood, mouth moistened with it and having pieces of
flesh in the hands. An example of the Terrible in limb is a very
tall [Raksasa] with a prodigious physical frame, many heads, and
many hands holding weapons of various kinds. And an example
of the Terrible by nature, is a person with red eyes, tawny hair,
black complexion and rough voice and a person who is always

scolding [others] and who stands with feet four Talas apart and
take steps tour 'Talas wide. This is the Gait which (charicters]
resembling them are to have.

Gait in the Odious Sentiment

51-56. The Gait Lof a person walking on the ground which
is either a place of cremation or a place gruesome on account of a
battle [having taken place there] should be used in acting in
connexion with the Odious Sentiment. The feet in the Edakakridita
Cari falling in quick succession sometimes close to and sometimes
wide apart from each other, with the hands following them, will
constitute the Guit in the Odious Sentiment.

Gait in the Heroic Sentiment

57. The Gait in the Heroic Sentiment should consist of
swift foutsteps in the various Caris.

THE NATYASASTRA [ XIII. 48.

• 48-54 (B. XII.48b-54, G.48-53).
54-56 (В.XII.55-37a, G.54-55).

57 (B.XI 57b-57a, 1145, G.56).
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58. In case of mental excitement the Gait should consist of

footsteps of proper Kala and Tala (kala) in the Parvakranta,

Gait in the Marvellous and the Comic Sentiments

59-60. These are the Gaits prescribed for the superior
characters. I shall now describe the Gait for the middling and
the inferior characters. In their astonishment and joy they are to
take swift and short steps in all directions, and in their laughter
too they are to take to this and similar foot movements.

Gait in the Pathetic Sentiment

61-63. The Gait in the Pathetic Sentiment should be in
slow tempo (and it should be connected with] eyes full of tears,
drooping limbs, arms thrown up and down, and loud weeping.
And this Gait is also to contain one and a half times more Kalas
and is to have repeated foot-novements [of the same kind. This
[Gait is also to be used in case of women and persons of the
inferior type.

63-66. [In connexion with the Pathetic Sentiment] the
superior characters should be patient, tearful, heaving deep sighs
and looking upwards and [their Gait in conformity with these condi-
tions] is to be of no [regular] measure and [they are] not to have the
Sausthava Lof the body} In case of death of their beloved persons
and relatives they are to bend down on their breast in dejection and
to become senseless due to griet, and to walk with the feet not
raised very higl. When too much beaten the shoulder and the arms
are to be made drooping and the entire] body is to be made un-
steady (lit. moved round) and walking [should be] by measured steps.

67-69. A [special Gait is to be assigned to women and
persons of the inferior type when they are attacked with cold or are

overtaken by a torrential shower. (In such a case they are to

after 84.

•XIII. 67] 819

Aviddhã and Süci Caris.

59-60 (B. XII.58b-60a, (t.58-59).58 (B.XII.57b-58a, G.57).
61-63 (B.XII 60b-62, .60-62a).
88-66 (B.XII.69-66, (.62b-65). ' B. reads one additional hemistich

67-89 (B.XII.67-98, G.66-68).'
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draw all their limhs together, to shiver greatly, to put their two
hands on the breast, to bend their body, and their teeth are to
clatter and lips are to throb and the chin is to quiver, and in
representing an attack of cold the Gait should be slow.

Gait in the Terrible Sentiment •

70-75. In the Terrible [Sentiment) the experts should
make the Gait of women, and men of the inferior type who sue
lacking in spirits, suitable to their nature (lit. in that manner).

[In the Terrible Sentiment) they ire to have wide open
and moving eyes, the Vidhuta head and the look awe-stricken and
turned alternately to sides, and holding the Kapota hand they
are to walk with quick steps, trembling body and faltering Gait.
This [kind of movement) should be resorted to when a person is
pursued [by an enemy], threatened or frightened [by any one]
[And the same rule will apply? when they see anything dreadful
or hear any dreadful sound. In the terrified state the Gait suitable
for wowen, and men who are cowards (lit. have renounced prowess)
will consist of movement of the feet in the Edakakriditi Cari
falling in quick succession sometimes close to and sometimes at
a distance from each other; and the hands are to follow them.

Gait of merchants and ministers

76-78. The Gait of merchants and ministers is to be
made natnral. They should walk in the Atikranti: Car with
steps two Tilas wide. Their left hand showing the upturned
Katakanukha should be on the navel, and the right [lit. the first
hand showing the upturned Arala should be on one side awly?
[from the left onel. They should not make their limbs drooping,
motionless or excessively moving.

79-86.Yatis, Sramanas, these practising austerities and
those observing the vow of Brahmacarya are to have a [special]

THE NATYASASTRA [IX. 70.

Gait of ascetics and soctarians

70-75 (B.XII, 70-75, G7.69-74).
76-78 (B.XII.76-78, G.75-77), 'B, reads stanäntare for 'tadantare

(G. lathüntare).

79-86 (B. XII.79-86, G.78-85). * Didhava (B. sidhaya).
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Gait. [In acting their part] a wise [actor] should have immobile
eyes looking only four cubits [in the front], a ready memory, the
entire body in steadiness and he is to keep the mind it rest, to
assume the marks belonging to his sect and to have modest clothes
generally dyed in dark red, and to stand with the Samapada feet

and to assume the Sthana of the same name. Then he should make
two Catura hands one of which is to be stretched. And
i serene appearance in conformity with the performance he should
perform the Atikrant: (Atikrama) Cari with natural (lit. not
drooping) limbs. The best ascetics of the great vow are to be con-
nected with these qualities or others contrary to them. As for the
rest of the ascetices they according to the vow lenjoined by their
own sects] are to have a Gait confused or statoly or sober or mild.
And in cage of the ascetics of the Pasupata sect they should walk

in the Sakatisy and Atikrant: Caris with baughty steps.
Gait of a person in darkness or of a blind man

87. The Gait [of a person] in darkness or the Gait of a
blind man] should consist of the feet drawn over the ground
and the hands groping for the way.

Gait of one riding a chariot

88-92. The Gait of a person riding a chariot shoukd consist

is to make a mimicry of the being carried in a chariot (lit. go the
movement of i chariot), and with the one hand he is to take upl
the how and with the other the pole lof the chariot. And his
charioteer is to remain busy with the whip and the reins, and the
draught animals according to the class lot the vehiele) should be
represented differently. And with quick and simple steps he is to
enter the stage. The Gait of one in i celestial car (riman) should
be made like that of one riding a chariot.One who is about to

-XIII. 88 ]

assuning

of simple (curns) steps. Erom the Samapada Sthana (posture) he

"Lingam i.e. japabhasmakaupinidi (Ag.).
" Gacched-atikramad (B. sacched oyatikramid, G. gacched

vatikramad).
87 (B.XII,87, G.86). 'andha-yone (B.G. read atha yanc).
88-92 (B.XI1.88-92, G.87-91). •



282

mount [these vehicles) is to hold his body up and with opposite of
this [motion] one is to make one's discent [from them].

Gait while moving in the sky

02-95. The Gait of a character moving through the sky is
to include the aerial Caris and looking downwards, and besides

with simple steps. The Gait of one who desends from the sky is
also to be of this kind.• This Gait is to consist of steps straight
and wide or high and low, or irregular and round about.

The Gait of a person falling from the sky is to include the
Apaviddha arms, scattered ends of clothes and eyes set on the

Gait in ascending any lofty palace

16-98. [In i play sometimes) there is necessity of ascen-
ding [stairs of a palice, tree or hill or any other high object and
descending from them or getting down into a river or some lower
region and getting up from it. In ascending [the stairs of] i
palace a person should move the feet in the Atikrinta Cari, und
with the body held up he should put forward his steps in [the
flight of] stirs. In descending from the same, the body should be
sliglitly bent and one foot should be in the Atikrinta Cari and the
other in the Añcita movement.

98-100. This Gait suited to ascending [the stairs of) i
palace shoult be applied in climbing hills. But in the case of
hills the limbs are to be thrown up. The climbing of trees [should

Gait in getting down into lower places
101-104. This should also be the Gait in coming down

[from the trees] and the sume should apply in case of getting down
into a river.

99-100 (B. X1.103-104, 0.103 104).

THE NATYASASTRA [X111. 92-

this] one is to move [frst] from the Samapada Sthana (posture)

ground (below].

he represented] by steps in the Atikranti, Suci, Apakrint and
Parsvakrinta Caris.

92-95 (B. X II. 92-95, G.91b-94).
96-98 (B.XII.96-982, 0-95-97). 'gatram inamya (B. gälram

assaria).
101-104 (B.XII 105a, 98b-101, G.98-101).



THE DIFFERNET GAITS 228

The Gait in [case of coming down from the top of] a palace

will apply only in crossing [a river].

The Gait of a person moving in the river will be according

to the depth (lit. measure) of the water. In shallow water, with

the tucking up of one's clothes, and in the deep (water] with the

throwing out of hands one is to move with the fore part of one's

body slightly bent. And in case of a person's being carried away

by the current (lit. water) he is to stretch out his arms one by one
to push forward water repeatedly and during this movement
all his limbs are to be busily engaged and the mouth filled up
[with water).

Gait in travelling by boat

105. The Gait of a person travelling by a boat should be
made up of quick steps. According to these rules (lit. this rule)
one should observe the various Gaits and movements.

106-107. All these [conveyances] are to represented (lit.

[the reply will be the question], "Will the actors (lit. producers)
have to die when the character [to be represented is said to be
dead?" The elephant will be represented by tiking up i goad, the
horse by a bit and the other convey:nces by a whip.

Gait in riding a horse

108. The Gait of a person riding a horse will consist of the
Vaisakha Sthina and simple foot sleps of the various kinds.

Gait of serpents

109. The Gait of serpents will be by the Svastika feet. [To
represent it the actor] is to move in the Par vakranta Cari and then
make a Recaka of the Svastika feet.

use of painted scenery was not indispensible in the ancient Indian stage

-XIII. 109 ]

made) by [suggestive] tokens (samina) only. [If you ask] "why",

105 (B. XII.102a, 105b, G.102b, 105a).
106-107 (B.XII.106-107, G.105-106). 'G. reads 106) as lasmün

nitta iti prokte kim karlavyam prayoktrohil?. This passage shows that

On this point Ag Bays A fanTalafa Tananana Mama Marin

108 (B.XII.108, G.107). 109 (B.X.109, G.108).
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Gait of a Parasite

110. The Gait of a Parasite (vita) should be made graceful.

[An actor] is to represent (lit, go) the Gait of a Parasite hy putting

forward Akuicita (Kuñcita) feet within one Tala and holding the
Katakavardhamana hunds with the proper Sausthava and letting
[these) hands follow the feet

should be made [suitable] to his particulu age and condition. When
he is not old his Gait should be as follows: With the feet raiser
half a Tali high and simple steps he should walk carrying his
limbs like one who is treading (lit. touching) upon mud.

114. But in case of his being [thoroughly] old he should
walk with the trembling body and raise the feet slowly and with
(every] step he is to take his breadth.

and not as 'chumberlain'

(Passionless Brahmins who have knowlalge and wisdom being in charge
of (the king's) armour and crown, and holding the cane-stick (as symbol

following (probably very late) delinition:

This passage has been wrongly ascribed to Bharata in Rucipati's commen-

Duta. and Bala,) does not show any trace of old age. The kancukin in the
Sak. deplores that the cane-stick which he had taken up as the symbol
of his offier, has becone in old age the support of his body which he
could move with difficulty (V.3.). From this it may be assumed that ho
was appointed before old age came upon him.

THE NATYASASTRA (XIII. 110

Gait of the Kaneukiya

112.113. [The Gait] of the Kaneukiya (armour-hearer)

110 (B.XII.110, G.109). 111 (B.XII. 110, G.110).
112-118 (B.XIL.112-113, G.111-112). ' The word kancukiya (kan-

cukin) should be tranglated as 'armour-bearer'
which term should be used for sannidhut;; see Kantilya's Arthuksta
(2. 4. 23). BhP. (p. 292) defines the Kincukiya as follows :

of their anthority), are called Kancukiyas by the wisa).

= aviddhasya. This adjective of the kancukiya contradicts the

tary to the Anargharaghava (ed. in Kavyamale, 1. 109). The kincukiya
in the plays ascribed to Bhasa (ie. Svapna, Pratima, Abhi. Prica.

144 (B.XII. 144, G 113). 'For an old kanckin see Sok. loc.. eit
Mudra, II, etc, 9, and III. 1.
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Gait of emaciated, sick and fatigued persons

115-117. The Gait of an emaciated person should consist

of slow steps.And in case of un attack of fever or other illness, or

of fatigue due to austerities, or hunger, a person is to walk with

lean and depressed belly, feeble voice, depressed cheek, lusterless

eyes, slow movement of the hands and the feet, tremor and affliction

of the limbs and with [every] step he is to emit breath.

Gait of a person walking a long distanee

118. The Gait of a person walking i long distance is to
consist of slow steps, narrowing of limbs and the rubbing of the
knees.

Gait of a corpulent person

119. A corpulent person is to walk with the feet raised
slowly and he is to drag on his body with great effort.

120. A person going with [hurried] steps should be copiously
breathing, and be covered with perspiration due to fatigue and his
steps should be simple.

Gait of intoxicated persons

121. The Gait of persons with light (lit. young) and medium
intoxication will be reeling, with the two feet [sometimes going)
backwards.

122. The Gait of persons heavily (lit. worst) intoxicated
will consist of unsteady feet, reeling body and staggering steps.

Gait of a lunatic

123-130. The Gait of a lunatic will consist of irregular
steps, many Caris in imitation of [various types of] men. He has
unpolished and dishevelled hair and body covered with dust; he
talks without any reason and talks too much in an unnatural

29

-XIII. 128 ]

115-117 (13.XII.115-117, G.114-116).

118 (B.XII.118, G.117),

119 (B.XII.119, G.118).
121 (R.XII.121, G.120).
123-130 (B.XII.123-130, 0.122-1291.

120 (B.XII.120, G.119).
122 (R.X17.122, G.121).
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manner; sometimes he sings and sometimes lauglis and is not

ready to accompany any onel; and he (sometimes dances in joy
and [sometimes makes drumming [with noy objeet he may find
before him. Orce he runs swiftly and at other times stands still ;
[again] sometimes he is seated and sometimes lying down. He
is to wear rags of different kinds and to make the public road his
irregular dwelling pluce. A lunatic will be of the above description
(it. this man). His gait will be as follows :

After moving in the Buddha Cari he is to cross his feet.
The 1 going round in all the four direction with this Cari he is to

perform the Bhrumar Mandala outwuds nd reich one corner of
the stage. Then turning the Trika gracelally and hoking the Latt
hand with irregular movements he is to move with his feet.

Gait of lame men, cripples and dwarfs

131-136. The Gait of lame persons, cripples and dwarfs in
connexion with the display of physical defects for the sake of the
Comie Sentiment, will be of three kinds, In one kind ofl Gait of
lame persons the feet are to remain stiff. In the recond one, feet.
are to be made Agratalasalear and the hody is to held up (lit.
raised) by the stiff foot. [And in the third) the body is to move on
one foot, and to rest on another foot and setting feet in this order

[the lame men) are to go. This will be one's Gait when one
has run a thorn in the sole of onc's foot. The Gait of cripples will
consist of the Agratulasadcara and the Añcita leet, the steady body

and the Nata shanks, During the Cuit of dwarfs all their limbs
ae to be narrowed down and they should neither move [quickly!
nor take [wide) steps.

Gait of the Jester

137-140. The Jester will have the same Gait consisting of
simple langlable steps with feet raised high [and put forward]. And
his Gait will relate to three kinds of laughter: laughter due to

vividha and omits 133b.

_THE NATYASASTRA [ XIII, 191-

131-136 (B.XII.181-136: G.130-135a). 'l'or trividha (. reads

•137-140 (B.XII.137-140, (1.135b-138). 1 For onkyakita R.G. rend
kiyakita.
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limbs, due to words and due to the costume and make-up. Of these

the ugly ind big teeth, baldness, hunch on the back, lameness and,
distorted face will be objects of laughter due to limbs. When one
walks like a crane looking up and looking down and with wide
strides, this too becomes an object of laughter due to limbs.

140-141. Talking incoherently, meaninglessly, unnaturally
and uttering obscene words are to be known as [objects of] laughter
due to words.

141-142, A person covered with tattered clothes or skin,
or smeared with ink (or lump-black), ashes or yellow ochere is lin
object off laughter due to the costume and make-up. Hence
the Lester, after considering the charters he will be con
fronting) should carefully (lit. essentially) assume lone or more
of] these states.

143-146. The Guit of the dester should be distinguished
according to his different conditions. [For example| in his natural
Gait he is to carry the Kutilaka (hutila) in his left hand and to
show the Catura (gesture) with the right hand. Besides this he is
lower by turns one of his sides, head, hands and feet observing
proper tempo and Tala. The Gait other than this which is natural,
will be abnorinal. His Gait on having some food which was
diticult to get, will be arrested.

Gait of the menials

146-148. The Gait to represent the walking of servants of
lower order or other persons of the inferior type should be as
follows: in the walking of servants, one of their sides or head or a
hand or a foot is to be lowered and their eyes are to move to

0. 141b- 144). reads 146a

-X.III 146 ]

•

[difterent] objects.
--- ---

3 For vakavat G. reads khagavad.

140-141 (B.XII.1401-141a, G.139). ' M'or valyahasyam B.G. readykavyahasyam.
141-142 (B.XI. 141b-142, 0.140-141a).
143-146 (B. X11.143-146a, . 1B. as

alabhalabhad bhuktas ya etc.

146-148 (B.XII.146b-147, G.145-146).
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Gait of the Sakars

148-149. The Gait of the Sakara will consist of proud but
ordinary steps and while walking he will touch his clothes and
ornaments and often look at them, and from the unnatural motion
of his body his garlands, and suspended party of the clothes are
to move to and fro.

Gait of lowly persons

150. Persons of inferior birth are to walk with cyes looking
around, protecting their limbs from the contact of other people.

Gait of the Mleccha tribes

151. The Gait and movements of the men of ‹lifferent
Mleccha tribes such as the Pulindas and the Sabaras should be
made according to the lands they inhabit.

Cait of birds

152. The Gait of birds, beasts of priy and other animals
is to be made according to the character natural to them.

Gait of lions, bears and monkrys

153. The Gait of lions, bears and monkeys is to be made
(like that] which was assumed by the lord Visnu inearnated as the
Man-lion. [It is as deseribed below].

15k-165. [In this Gait] after assuming the Alidha Stlin:
(posture) with limbs conforming to it, that is, one hand on the
knee and the other on the breast, one is to look all wound and
put one's chin on one's shoulder and to walk with feet placed five

•Talas apart.
156. The Gait should be applied to (represent] lions and

such other animals at the time of personal combat as well as in
entering the stage.

the monk of these animals.

THE NATYASASTRA [XIII. 148.

148-149 (B.XII.149-1502, G.147) ' G. omits 141a.
150 (B.XII.150b-151a, G.148). 151 (B.XII, 151b-1528, G.149).

152 (B.X II.152b-153a, G.150). 153 (B.XII.158b-154a, G.151).
154-155 (B.XII.154b-156a, G.152-153).

•156 (B.XI.156b-157a, G.154). ' Lions ete. here indicate actors with
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157. As for the rest of animals the Gait and the Sthana

(posture) for them when entering the stage or carrying any one or

anything on the back should be made suitable to the occasion.

158. These [different) Gaits are thus to be used by wise
[actors]. The Gaits that have not been described by me, are to

be adopted from [the practice of] people.

Walking postures of women

159-160. I shall now speak of the Gaits and movements
of women. The Sthana (posture) of women in walking and

160-161. Ayata: In the Ayata Sthana (posture) the right
foot will be Sana, the left (lit. the other at-the side) foot Tryasra
(obliquely placed) and the left waist raised.

161-164 (Uses): This Sthina is to be used in invocation,
dismissal, observing carefully, thinking and dissimulation. And
first appearance on the stage, senttering handfuls of flowers on
the stage, anger due to jealous love, twisting the forefinger,
prohibition, pride, profundity, silence, fit of resentment (mana)
and looking to the horizon are also to be represented from this

161-165. Avahittha: The left foot will be Sama and the
right (lit, the other at the side) foot Tryasra (obliquely placed)
and the left waist raised up.

165-167. (Uses): This Stand is known (lit. remem-
bered) as natural for women during conversation [with anyonel,
in determination, satisfaction and conjecture In representing

• ' B. reads five additional
hemistichs after this,

164-165 (B. XI.167b-168a, G.162) ' R.G. read two additional coup-
lets after this.

•&III. 165 ]

speaking [to others] will be Ayata, Avalittha and Asvakranta.

Sthana l

-...
157 (B.XII. 157b-1584, G.155). 158 (B.XII. 158b-159a, G.156).

159-160 (B.XII.159b-160, G.156c-157).

160-161 (B.XII 163b-1644, 0.158).
161-164 (B. XII.164b-167a, G.159-161).

165-167 (B.XI.171b-1722, 170b 1712, G.165-166).



280

anxiety, amorousness, sportiveness, grace, the Erotic and the like

[Sentiments] and looking towards the way of someone [coming

or going] this Sthana is to be used.

167-168. Advakrinta: The Sthina in which one foot is
raised and the other is resting on its fore-part and [ready for] the

168-169. (Uses) : This Sthuna is to be assumed in tiking
hold of the branch of a tree, plucking a cluster [of flowers) or in
the taking of rest by goddesses or women for any purposes.

169-171. The Sthana will be maintained by a dancer till
any movement begins. For during a dance the Sthana is at in
end when the Cari has begun (lit, as present). This is the mule of
the Sthana for women and for men as well. I shall now describe
women's Gait in relation to their nature.

Gait of young women

171-176. Such i Gait will serially include the following

pointing downwads, the right hand with the Katakamukha gesture
placed on the navel, the right foot raised gracelully up one Tola and
thrown on the left one and simultaneously with that the left hand
with the Lata gesture placed on the navel and the right side bent,
placing the right hand on the hip and the Udvestita movement
of the leit hund, then the left foot put forward, the right hand with
the Latä gesture, After assuming this Sthan and movements]
they are to walk five steps with the body slightly bent and the
head gracefully held in the Udvahita posture.

176-177. The rules for going about on the stage which have
been prescribed for men will upply also for women.

lets after this.
' B, reads two additional coup-

THE NATYASASTRA [ &III. 167-

Suci or the Aviddha Cãri is called Asvakranta'.

Sthina and movements): The Avahittha Sthana, the left hand

167-168 (B.XI1.172h-173a, G•167),

168-168 (B. X11.175b-176a, G.168).

169-171 (B. XI. 176b-1784, (7.169-170).

171-176 (B.X]1.178b-1884, G.171-175).

176-177 (B.X11.183b-1842, G.176).
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Gait of young women

177-179. The steps of women should not be made of six or
eight Kalas duration. Such a step will he irksome for them. This
will be the Gait of women in their youth.I shall speak (now)

Gait of aged women

179-181. After assuming the Avahittha Sthana and putting
the left hand on the waist and the right hand with the Arala
gesture upturned, placed between the navel and the breasts, they
are to walk gradually with their body neither relaxed nor stiff nor
[much] moved about.

Gait of handmaids

181-183. The Gait of hand-maids shoukd he made bewil-
dered (nibhranta). They are to walk with slightly mised body
and flourishing arms, after assuming the Aralitta Sthana with
the left hand pointing downwards and the right hand showing
the Katakämukha hand held on the navel.

Gait of half-women

183-184. The Gait of the half-women, an admixture of
that of men and of woman will consist of stately but graceful
movement of limbs und playful steps (lit. feet)..

18-186. The time required for the Gait which has been
prescribed for persons of the superior type will be halved in case
of women and the inferior types of men. And the Gait [prescribed
for persons] of the superior, the middling and the inferior types
will apply in case of women [of those types] except for the foots-
teps which will be graceful [for the latter].

be a comparative degree form of sthavira. Of. dariyas for dara.

-XIII. 184 ]

about the Gait of women who are aged (stunast). 1

----
177-179 (B. X11.184b-186a, G.177-178). 'B.G, read sthuniya sio

strivas tasam for sthavigasinom elsim. The word sthariyas may well

179-181 (B,X11.186b-188a, (.179-180).
181-183 (B.XII.188b-190a, G.181-182).
1.83•184 (B.XII.190b-191a, G.188).
184-188 (B. XII.191b-193л, .184-185).
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Gait of children

186-187. The Gait of children will be according to their

will and no Sausthava and [fixed] messrement will be required.

187:188. The third type of persons will be hermaphrodites
in whose case women's Gait to the exelusion of their (partial] male
character, should be applied.

Gait in the change of role
188-189. A change lof their role] by men, women and

hermaphrodites should be represented by assumption on their part
of Gaits suitable to those [new roles] to the exclusion of their own.
[original] character.

Gait of persons in disguise

189-191. For disguise, sports or deception [of others] a
woman assumes the role of a man, and a man that of a woman. [In
such cases] the woman should play the role of a man with patient
and liberal spirit and intelligence, and with acts as well as dress,
words and movement suitable to that (character].

191-192. To play the role of a woman a man is to wear her
clothes, speak like her and look at things and abstain from looking
at these as she does, and is to assume a delicate and slow Gait.

• Gait of the tribal women
192-193. Wonen of inferior birth and of the Pulinda and

the Sabara tribes are to have Gaits natural to their community.

193-191. In case of observing a vow or practising austeri-
ties or bearing the mark [of religious sects.] or staying in the sky
the Samapada Cãri is to be used [as their Gait).

187-188 (B. XII. 194b-195a, G 187).

THE NATYASASTRA [ XIII. 186-

Gait ef hermaphrodites

Gait of women asectios

186-187 (B.XII.1936-194a. 0.186).

188-189 (B. A11.195b-196a, G. 188).

189-192 (B.XII.196b-1994, W. 189-191).

192-193 (IB.XII.199b-200a, G.192).
193-194 (B.X11.200b-201a, G.193).
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194-195. An expert in dramatic art should not assign the
energetic Angahãras, Caris and Mandalas to women.

Sitting postures for men and women

195-199. Sitting posture, (sthann) for men and women
should be made conforming to (lit. combined with) the different
States which they are in, and similar should be their postures
while in bed.

Sitting at case

196-197. In sitting at ease the two feet sue at rest (viskam-
hita) and kept doubled up (ancita), the Trik is slightly raised,
ind the two hands are put on the thighs on the two sides.

Sitting in a thinking mood

197-198. When a person is to assume [deep] thinking,
[from the easy sitting posture] he is to stretch slightly one of
his feet, and the other foot is to rest on the seat and the head
is to bend on one side.

Sitting in sorrow

198-109. When a person is in [deep] sorrow, [from the
casy sitting posture] he is to put up his handsfor supporting the
chin, or his head is to rest on the shoulder, and he is [to look like]
one whose mind and the sense organs are not working (lit. lost).

Sitting in fainting and intoxication

199-200.When a person is fuinting or is intoxicated, tired,
weakened or sad, from the easy sitting posture] he is to stretch
his arms loosely and to sit depending on [some] support.

30

-XIII. 199 ]

-... ---=
194-185 (B.X11.201b-202a, G.194).

195-196 (B.X11.202b-203a, G.195).

196-197 (BoX11.203b-2049, G.196).

197-198 (B,XII.2041-2052, 0.197).
199-199 (B.X77.205b-206a, G.198).
199-200 (18. XII.206b-207a. 0.199).
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Sitting in shame and sleep etc.

200-201. When a poison is ill, ashamed, asleep or in
meditation he is to lump together his limbs between legs and
knees.

Sitting on ceremonial occagiong

201-902. In offering it libation of water to the spirits of
diseased parents, muttering of Mantras, saying the Sandhya prayers
and making Acamana, one is to assume the sitting posture with the
hump raised, in which the hip and the heels come together.

Sitting in paeifying a beloved woman

202-203. In appeasing (the anger of) a beloved woman and
pouring ghee into the sacrificial fire and doing similar other nets, i
person is to put one of his stretehed knees on the ground from the
sitting posture mentioned above.

Sitting in worshipping a deity

203-206. Downeast face and the sitting posture with the
two knees on the ground (ir. kneeling down) is to be assumed in
adoring a diety, pacifying the angry superiors,, bitterly crying for
sorrow, seeing a dead body, the fear of persons of low spirits,
the begging of something hy lowly persons and servints, and,
attendance during the Homa and the sacrificial work. Asecties

(muni) while practising austerities are falsol to assume this sitting
posture (lit. rule about sitting).

Seats for different characters

206-207. Now the seats (at, rules regarding the seats) for

to the royalty (lit. the king).

THE NATYASASTRA [ xil1. 200.

males and females in a drama are twofold: publie (bahua) and
private (anhuantara). These two terms) publie and private rolat

200-201 (B. XII 207)-2084, G.200).

201-202 (B.X11.2081-209a, G.201).

202-203 (B XII.2096-210, G.202).

208-206 (B.X IT.201h-2134, G.203-2015).
206-207 (B.X11.213b-2144, G.206).
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Seats for male characters

208-210. O Brahmins, gods and kings are to be given

the Lion-seat (ic. throne), the priests and the ministers the
cane-seat, the commander of the army nd the crown-prince the
Munda-sent, the Brahmins the wooden seat and the other princes
the carpet-seat. This rule of seats should be observed in the
royal court.

Seats for female «haracters

210-214. I shall now speak of the rule of seats for women.
The chiel queen should be given the Lion-seat, the female
relatives and wives of the king other than the chief queen the
Munda-seat, the wives of priests and ministers the cane-seat,
the concubines [of the king] the seat consisting of cloth, skin or
carpet, the wives of Bralmins and tomale asceties the seat made of
wood (palle), the wives of Vaisyas the seat of pillow (cushion,
and for the remaining women the ground will be the seat. So
much about the rule of seats in the inner appartinents as well as
in public places, While residing in one's own house one can
take any seat according to one's liking.

Seats for ascetics and sectarians

215. The seats for the asceties should be according to the
rules lof the order] they are observing. For the members of
different seets with special marks the seats will be according
to their vows.

216. While pouring ghee into the sacrificial fire or
doing the sacrificial duty in general or offering a libation of
water to the departed parents one is to sit on a Vroit, Mund-seat
or cane-seat.

& mundasana is probably nothing other than Bengali moda.

their seat, some deer-skin or a piece of woolen blanket.

-XIII, 216 ]

208-210 (B. XI.214b-217a, (.207-210a). ' A canc-chair.

210-214 (B.XII. 217b-221, G.210b-214).
215 (B.XII.222, G.215). ' l'or- erample, some have tiger-skin as

216 (B. XII.228, G.218), ' a seat made of kusa grass (Apto).
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236
General rules about sonta

217. Other local people (sthanya) who are of [high) hirt

and possess (great) leurning should he honoured by the king ly

[an offer of suitable) seats.

218. To his oquals he (ie. the king) the is to offer seat.

equal in height to that of his own, to persons of medium iportance,

the seats of middling height, and to persons who are superior
to him, should be given a more elevated seat, while the lowly
persons are to be seated on the ground.

219. Before the preceptor, the king or the spiritual guide
(ger) wise persons are to sit on the ground or on an wooden
seat.

220.Sitting together with the spiritual guide, the preceptor
or the king in a boat, on an elephant or in i chariot, is allowed
(lit. not to be objected to).

Lying down postures

221. Postures in the bed are known (lit. proclaimed) is

222. Akuñcita: Lying down with limbs narrowed down and
the two knees sticking to the hed is called the Akuncita posture.

It is to be used in representing persons attacked with cold.
223. Sama: Lying down with the face upwards and the

hands free and turning downwards is called the Sama posture. It
is the posture in doep sleep.

224. Prasãrita: Lying down with one arm as the pillow
and the knees stretched, is called the Prasurita posture.It is to be
used to represent one enjoying a sleep of happiness.

225. Vivartita: Lying down with the face downwards ir
called the Vivartita posture. It is to be assumed in [representing,

THE NATYASASTRA

Akuñcita, Sama, Prasirita, Vivartita, Udvahita and Nata.

217 (B.XII.224, (.217).
219 (B. XI1.226, G.219).
221 (B.XII.228, G.221).

2 X 3, 6-83).

218 (B.XII,225, G,218).
220 (B. XI. 227, G.220).
228 (B. XII.229, (t.222).

224 (B.XII.821, 224).

!
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wound from any weapon, death, vomitting, intoxication and

226. Udvahita: Lying down with the head resting on
the hand and making amovement of the knee, is called the
Udvahita posture. It is to be used in sports and on entrance

of the master.
227. Nata: Lying down with the legs (lit. shanks)

slightly stretched and the two hands loosely resting is called the
Nata posture. It is to be used in laziness, fatigue and distress.

228. This is the (rule of) Gait and movements I was to
tell you. Whatever remains unsaid should be devised accord-
ing to the demand of circumstances. I shall hoarafter speak
about the division of the stage into Zones in connexion with going
about on it.

which treats of the Gaits and other Movements.

-XIII. 228 ]

lunacy.

Here ends Chapter XIl of Bharta's Natyasastr

- ...
226 (В.Х Ш.033, (7.221).
228 (B. X11.235, 0.228).

227 (B.NI12:1, (1.227).



CHAPTER FOURTEEN

THE ZONES AND TIE LOCAL USAGES ITC.

1. One should fix the Zones of the stage, after knowing
the division of the three [kinds of| playhouse, that have been inen-
tioned before by me.

The arrangoment of drums

2. The producer lot it play? should arng. the drums
between the two doors of the tiring room, which I have
described before.

The Zonal division

3. The Zonal division' is to be indicated by going about on
the stage. [When one is in i particular zone lof the stage, it|
will change [lit. be another] with his walking out of it.

Utility of the Zonal division

1-6. [It ix] from the [convention of the Zonal division that
one is to know [whether the place in which the scene has been laid?
is a house, a city, i garden, i pleasure resort, a river, a hermitage,
a forest, the earth, the sca, lany part off the Three worlds, any
one of the Seven great divisions of the earth or its continents,
any of the different mountains, the sky (lit. light), the Isurface of
the earth or the nether world (raxatal, the places of rest, cities
or palaces of the Daityas?.

7. The Zones should be fixed with reference to places such
as i city, i forest, i continent or a mountain in which the seenes
have been laid (lit. the event oceurs).

absent in the ancient Hindu theatre, the convention of the Zonal division
indicated the locality in which different characters met.

1 (B.XII.1, G.l). • See NS. 11. 63 ff.
2 (B.XIII.2, (t.2).
3 (B.XIII.3, G.3). ' As modern dovise of the change of scenes was

4-6 (B. XI.4-6, G-4-6), 'B. reads daityanügalayas for dailyinim
abayas. 7 (B.X111.7, G.7).
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Indicating relative location

8. [The Zonal] division should relate to location inside,

outside or in the middle and to a place far or near.

9. According to the convention of the Zonal division those
who have entered [the stagel eulier, should be taken as being
inside [a house], while those entering it later are to be known as
remaining outside it.

10. He who enters the stage with the intention of seeing
them i. r. those entering calier) should report himself turning to
the right.

The cast on the stage

11. The direction which the drums and the two doors of the
tiring room lace, should always be considered as the east in course
of the dramatic performanee.

The rule of exit

12. If any person will go out from the place (lit. there ir.
inside the house) on any business he is to make his exit by the
very door he used when entering.

13. If after going out he is to re-enter that house he will
make his exit lif necescary by the door through which the men

It-15. If out of necessity he goes along with latter, [re-j
enters the house with the latter, or by himself alone, another Zone
should he prescribed for the two. This other Zone will be indicated
by their lorder in walking.

Indication of rank in group walking

16. With the equals, one is to walk side by side and with
one's inferiors one is to walk surrounded [by the latter], and hand-
maids are to be known hy their walking before [the master).

1B. rends the complet differently.

-XIV. 16]

Lwho enter later] came.

8 (13.XIII.8, G.8). 9 (B.NI11.9, G.9).
11 (B.XIII.11, G.11).
12 (B. XI11.12, G.12).
13 (B. XII1.13, G.1 3). 14-15 (B.XIll 14, G.14),

10 (B.XIII. 10, G.10).
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Indicating distance great, small and medium

17. The same place if much walked over will be taken as

a distant land. And near by lands or lands of medium distance

are to he indieated likewise (in the same principle).

Movement of gods and demigods

18-20. According to the various needs of the plot (lit. play)
gods and demigods are to move to cities, forests, seas or mountains
through the sky, by an aerial car, by their occult poweror by
different other acts. But while in disguise in a play they (i. e
gods and demigods) are to move on the ground, so that they may
be visible like hunan beings (lit. through human causes) ".

Movement of men in Bharatavarsa

21. The gods and demigods can at their will more to any
of [the nine] divisions [of the Jambudvipal, but it is préscribed
that men are to move in Bhi rata [varga] (India) alone.

Departure for a distance place

22. If a person departs on business to a distant place this
is to be indicated by closing the Act [with his departing) und

Time allowed for the events of an Act

23. To indicate the attainment of an objeet one is to
traverse a measure of distance. But in case of failure in this
matter (lit, in non-attainment of the object the Act should be
brought to an end.

¿ Yama and a day are to be accommodated in an Aet in pursuince

25. But a month or a year is [to be considered] finished
with the end of an Act; and events occurring more than one
year after, should not be put in an Act.

THE NATYASASTRA [XIV. 17-

mentioning agin this fact in an Introduetory Scene (parslia)

24. [Incients in a play occurring for] a Kgana, i Mühurta,

of the Germ (rija) [of the play].

16 (B.XIII. 16. G.16).
17 (B.XJII.17, G.17). ' For an example of this ace Uttara I.
18-20 (B. XIII.18.21), (7,18-20). ' R.G. add one couplet niter this.
ẻl (B. XIII.21, (t.22).22 (B.XII.28, G.23). 23 (B.X111.24, Cr.24.
24 (В. X111.25, 07.25). 25 (B.X/II.26, (7.26).
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26. The Zones of the stage [and allied conventions] con-

cerning the movements of men are thus to be observed in a play

in connexion with Bharatavarsa (India). Now listen about that

of gods and demigods.

27-32. Yaksas, Guhyakas, the followers of Kuvera, (lit. the

best mountain Kailisa included in the Himalayas, ure known

its dwellers of the latter mountain. Gandharvas, Apsarasas and
Gunas are known to live on the Hemakütt. On the Nisadha live
all the Nigas (serpents) such as Sesa, Vasuki and Taksaka. The
thirty-three groups of gods dwell on the great Meru, and Siddhas
and Brahmarsis on the Blue [Mountain] full of lapis lazuli.
The White Mountain is the abode of Diityas and Danavas, while
Pitts resort to the Srigavit (mountain]. These are the best noun-
tains where gods and demigods well. With reference of the
Zonal division they should be [placed] in Jambudvipa [where

these mountains exists.
Movements of gods

39-35. Their exploits should be represented (lit. made)

according to their habits and powers, but their costumes and make-
up should be like that of human beings. All the conditions of gods
ile to be made human. Hence they should not be represented (lit.
made) as winkless [which they traditionall, are]. For the States
and the Sentiments [in a play] depend on Glances, And the
States are [frst] indicated by Glances and then represented by
gestures and postures (lit. by limbs). This is all about the Zonal
division.

The four Local Usages

36. I shall now resume the deseription of the Local Usages
(marrtti) which according to the experts in drama are four: Avanti

reads na

beginning of 37 is in prose.
31

* -XIV. 86 ]

giver of wealth). Raksasas, Bhütas and Pistcas who live on the

Deksinätyr, Pancali and Odhra-Mägadhi!.

26 (B. XTII.27, G.27). 27.92 (B.XIII. 28-33a, G.28-33).
32-35 (B.XIII.33b-36r, G.35-974). ' For tu karyam 13.

kuryam.
36 (B.XIII.36b-38, G.37h-38). The passage following this till the
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Now comes the question]: Why is [it called pravrth

(report) [of the Local Usages]? [In answer to this] it is said that

pravitti is so called because it informs [one] about the Local

Usages regarding costumes, languages, manners and professions

in different countries of the world. Vitti and mutti mean
'information', There are many countries in this world. Hence
it is asked, "How a fourfold division of these (ir:, the four
pravritis) [can bel proper? And un observance of all these
provettis possess (some] common characteristics." [In reply]
it has been said, "It is true that their observance has [some]
common characteristics; but as people have different native
countries, costumes, languages and manners, I have prescribed

a fourfold classification of the dramatie performancewhich is
attached to four different Styles according to the preference
of [different] people. [Hence] countries are connected with the
performance which relate to the Stylessuch as the Verbal

Violent (arabhatz). And from these (countries] arisethe
four prazettes (Local Usages) and also the [entire] performance
including them.

Now [it is said in that connexion (lit. there) that the
Southern [countries] favour various kind of dances, songs and
instrumental music, an abundance of the Circeful (luisili) Style
and clever and graceful gestures. They we as tollows :

37 Countries aljacent to mountuns named the Mahendra,

• ^ Andhra-Mahärastra may also be taken'as the name of the great

THE NATYASASTRA [ XIV. 37-

(bharati) the Grand (sattrali), the Graceful (raisie) and the

The Daksinaty Local Usage

the Malaya, the sahya, the Mekala and the Kalaganjara, ar
known as the Diksinapatha (Deccan).

• 38-39 [But] Kosla, T'osala, Kalingz, Yavana, Khasa, and
countries like Dranida, Andhra, Mal rastra, Vunna and Vana-

37 (B.XII1.39, G.39). ' Kalapa jara seans to be sane as modern
Kali jara (=Kalapi jara); pinjara is a variant of pañjara; see
Pain-saddamahannavo, sub voce.

38-39 (B.XIlI.40-41, G.40-41). • See note I to 43-45.

Andhra empire (maho-rostra).
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vsika which lie between the Southern Ocean and the Vindhya
[mountain] are always to take to the Diksinäty Local Usages®.

The Avanti Local Usage

Avanti Local Usage?.

42. The performance [of a play] by [people of] these [coun-

tries] should depend on the Grand (sattvati) and the Graceful

[aisili] Styles and [such a procedure] should be adopted by

the producers.

43-45. Eastern' [countries such as] Angi, Vanga, Kalinga®,

adopt the Local Usage known as the Odhra-Mägadhi.
46. In relation to other countries too known in the

Purinas as belonging to the East the Odhra-Magadhi. Local

Usage is applied.

%. Geographical names mentioned in this passage and the passages

that follow, arc mostly to be met with in the Purinas (sometimes with

variant readings). For & discussion on the same see Dines Chandra

Sirear, "Text of the Puranie Lists of Peoples' (IHQ. Vol. XXI. 1945

pp. 297-314).

putana is probably meant by this name.

* The twofold mention of Kalinga requires an explanation. It is
possible that the two different Usages were current in this region.

* Malada be may modern Maldah District of Bengal.

* Bhargava remains unidentified,

^ Margava remains unidentified.

•XIV. 16]

40-41. Avanti, Vidita, Sauristra, Malava, Sindhu, Sauvira,

Arvudeya' Dasima, Tripura, and Mrttikavat always take to the

The Odhra-Magadhi Local Usage

Vatsa, Odhra (Odra), Magadha, Pundra, Nepald, Amtargira, Bahi-
rgira, Plavamgama, Malada®, Mallavartaka, * Brahmottara, Bhăr-
gava, ® Murgava," Pragiyotis, Pulinda, Videha and Tamralipta,

40-41 (B. XII.42-43, (-12-43). ' Arvude or modern Abu in Raj-

42 (B.XIII. 44, G.44).

43-45 (B. XIII.45-47, G45-47). 'B. prangà pravittayals.

• Mallavartaka may be modern Mallabhum (Bankura in Bengal).
• For Brahmottara see Visvabhãrati Patrika, Vol. IV. pp, 250€.

46 (B. XII.48, G.48).
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47-48. Countries such as Pañcula, Surasena, Kasmira,

contiguous either to the Himalayas or to the Northern bank of

the Ganges, take to the Pañcala-madhyma Local Usage.!

49. In this Usage the Grand (sattvati) and the Violent

(ardbhati) Styles are known [to predominate]. The application of
these [means] paucity of song and excessive movement and
extraordinary Gaits and steps.

The twofold entrance in observing Local Usages

50. Going about on the stage in [observing] Local UsiLges,

will be in two ways, viz. by entering from the right and by
entering from the left.

51. In the Avanti and the Daksinätya Local Usage the
going about [on the stage] will be from the right, and in the Paicali
and the Odhra-Magadhi it will be from the left.

52. In ease of the Avanti and the Daksinätya Local
Usages the door to he used inentering should be the Northern
one, while in case of the Paicali and Odhra-Magalhi Local Usages
the Southern door should he used.

53. But in view of the special assembly, place, occasion
and expression of neaning these rules may be combined (lit. he
made into one).

54. Experts should apply to plays the Local Usager
which have been prescribed before for different countries.

55. In musical plays (ganakadi) these rules should be
simplified. One should produce then (lit. prictice those acts) in
disregard of the multiplicity of Local Usuges.

may be a variant of Salvaka. As in the Purinas an expression likr

the name of a tribe residing in the ancient Sakala region.

THE NATYASASTRA (XIV. 47-

The Pañcala-Madhyama Local Usage

Hastinapura, Valhiku, Sikala, Madra and Usinara which are

47-48 (B. XIII.49-50, G.50-51). ' The reading Salyake of Rome mss.

äloüh sakalavusinah is met with. Salvas or Sälvikas might have been

49 (B.XIII.51, G.49). 50 (B.XIII.52, G.52).
• 51 (B. XIII.53, G.53). 52 (B.XIII.54, G.54).

53 (В. XMI155, G.55). 54 (B XX.56, G,56). 55 (B.XIII.57, G.58).
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The two general types of plays

56. The production of a play in conformity with the rules

of dranatie practice is of two types: delicate (sulumare) and

The violent types

57-58. The play which requires violent (arillha) gestures

and movements (anyuhaid to represent, cutting, piercing and

challenging, and contains the use of mage and ocent powers as

well as itificial objects and make-up, and has more men and loss

women [among its dranetis personnel and applies Lin its production]
mostly the Grand and the Violent Styles, is of the violent type.

59. According to the Lexpert] producers, [plays of | the Dima.

known to be of the violent type.
60. Production of plays of this type should be made by

Lan impersonation off gods, Danavas and Raksase who we majestic
and haughty, and have herorism, energy and strength.

The delicate type

plays of the delicate type, and they dopend (for their production]
Lon an impersonation off human beings only.

The two Practices

62: I shall now define (lit, relate the characteristes ol) the
two Practicos (eur:) which have been mentioned before.

The realistic Practicc

63-64. If a play depends on natural behaviour [in its
characters] and is simple and not articial, ind has in its (plot]

Stage), Journal of Oriental Researches. Mudras, Vol. VII. pp. 359-875.

•XIV. 63 ]

violent (avuldle.).

the, Samavakara, the Vyayoga and the thamge Lelassest are

61. The Natuka, the Prakarana, Vith in the Ankit are

56 (B.X1115 9 ; G.59) 57 (B.XIII.60-61, G.60-61).

59 (B. XII1.62, G.62). 60 (B.XIlI 63, G.63).

61 (B.XIII.64, G.64). 1 B. adds five additional couplets after this.
62 (13. XII.70, G.65). • For a discussion on Dharmis see V. Ragha-

van, Nitya Dharmi and Loka Dharmi (Idealism and Realism of Bharata's

69-64 (B. XIII.71-72, G.66-67), ^ See note 1 to IX. 1-8.
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professions and activities of the people and has [simple noting and]
no playful flourish of limbs and depends on men and women of
different types, it is called realistic (olathurmi.

The conventional Practice

65-66 If i play contains speech, activity, beings and
states of the extraordinary kind, and requires arting with playful
Hourish of limbs and possesses chareteristies of dance, ind
requires conventional enunciation, and is dependent on enotionally
carried persons (lit.) charaeters it is to be known as conventional

67. Il anything used by (lit. among) people, appears
(lit. set foot)? in a play (lit here) as endowed with a corporal
from and speech? the practice is Lalo, called conventional

68. The practice in a play according to which persons are
supposed] not to lear words uttered in proximity, or to her what
has not been uttered at all, is [also] called conventional.

69. If objects like a hill, conveyance, serial ear, shield,
armour, weapon or banner-staff are made to appear on the stage
(lit. are used) in [human] form, it is known its an instance of the
conventional Pructier.

70. If after appearing in a role, one assumes it different
role Lin the same playl on account of his being an expert in
both the cases or being the sole actor avnable for both the
roles, it is known to be an instance of the conventional Practice.

71. If alter a person has been employed (lit. being) in the
role of a woman for whom marital connexion with a particular
character is forbidden by the Sastras, is made to appear in the

& Au instance of this is the personification of the Bhramasapa in

this. •

THE NATYASASTRA ( XIV. 65-

(matyacharmi)".

(natyauharmi)s.

65-67 (3.XIII.75, G.70). ' padam; G. reads bhadram.

' murtinat sibhibhasam (B, murtimat subhilusam).

Mayapuspaka (Ag.).
68 (B.XIII,76, G.71). ' lor asannoktam, G. reads airoktam caiva.

69 (B.XIII,77, G.72). 'G. omits two couplets (70 and 71) after

70 (B.XIII.78) 71 (B.XIII.79).
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role of another woman with whom such connexion is permitted, it

becomes an instance of conventional practice. The same will
be the result if the situation in the above case is reversed.

72 That, lin a play instead of simple walking] one dances
or goes with gracelul movement of the limbs as well as with
similarly made steps is known as conventional Practice.

73. If the [ordinary] human nature which has acts of
joys and sorrows as its essence (lit. soul) is represented by (lit.
combined with) [speciall gestures it becomes lan instance of]
the conventional Practice.

74. The Zonal division which includes (lit. depends on)
nany rules, is also [an instance of] the conventional Practice

75. A play should always be produced with the conven-
tional movenent (of limbs], for without the [use of) Gestures [by

the actors] no pleasure occurs [to the spectators).

76. All the Stites are natural to all [persons] and all the
gestures lin connexion with them are used] from necessity
(«thalah) ; [hence] a decorative movements of limbs lin producing
a play, has been considered as [an instance of the conventional
Practice.

77. So much about the Zonal Division, [the tio] Practices
and the (four) local Osages. Experts in dramatic production

should know these and put them properly into practice.
78. I have described here the Histrionic Representation by

means of the Sakha and the Angalara. I shall afterwards speak
shout such Representation depending onWords which consist of
vowel and consonantal sounds.

which treats of the Local Usages and the Practices.

' B reads one additional couplet after this.
' B. reads one additional couplet after this.

•XIV. 78 )

Here onds Chapter XIV of Bharta's Natyasistra

72 (B.XIII.80, G.73).
73 (B. XIII.81, (.74).
74 (B.XIII.82, 0.75)
75 (B. X111.84, G.76).
77 (B. XIII.86, G.79).

76 (B.XIII.85, G,77).

78 (B.XIII.87, G.79),



CHAPTER FIFTEEN

RULES OF PROSODY

The actor's speech

1. O the best of Brahmins, I shall now speak ahout the
nature (lit characteristics of) the Verhal Representation which
has been mentioned before? and which relates to (lit. arises from)
vowels and consonants.

Importanee of speech in drama

2. One should take care of words. For these are known
as the body of the drunatic art (malia). And Costures, Costumes

clarify the meaning of words.

3. In this world (lit here) the Sastras are made up of words
and rest on words; hence there is nothing beyond words, and words
are at the source of everything?

to The Verbal representation is related to Li knowledge

The two kinds of recitation

5. The Recitation (palla) lin a playl is known to be
of two kinds: Sunskritic and Prakritic. I shall speak of their
difference in due order.

which includes the Verbal one see NS. VI. 23.
2 (C.1; B. XIV.2). "This rule applies to the actors as well as to

and Makeup and the Temparamental (satvila) acting (merely]

off nouns (nama), verbs (alluta), particle (ripate), preposi-
tion (upasurya), nominal sutfix (tallite) compound words
(samese), euphonie combination (santhi) and caseendings
(rinhaliti).

I (C.l; B.XIV.1). ' For the four kinds of Histrionic Representation

the play-wright. On this Ag. says: afa dan ada sla nfan fatual

3 (0.3; B.XIV.3). ' This view is also held ly Bhatrhari (circa

600 A:C.) in his Vakyapadisa (Agamakanda). Ser B. p. 224, fuot note.

4. (C.4; B, XIV.4). 5 (0.5; B.XIV.5).
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Different aspects of Recitation

6-7. [They consist of] vowels, consonants, euphonic combi-
nation, case-endings, nouns, verbs, prepositions, particles and
nominal suffixes. The Sanskritic Recitation is characterised by la
due regard to] these aspects and compound words, and includes
various verhal ronts'. Now listen tbout its application.

The speech-sounds

8 The fourteen sounds beginning with a and ending in
au, are known as vowels, and the group of sounds heginning with
ka and ending in ha are known as consonants.

e, ai, o and au are to be known as the rowels.
The group of letters beginning with ka, are consonants. Ka,

da, dha, na, pa, pha, ba, bha, ma, ya, ra, la, va, fa, sa sa and ha?
(constitute] the group of consonants?.

Consonants: their articulation

9. The first two sounds of each group lof the stop
consonants] are known as unvoiced (ryhoar) and the rest lot the

vnwels differently. According to the l's. they are 22 in number, while the

Vyakarana (Samavoda Pr.) give their number respectively as 13, 13, 16,

annong consonants. See ed. Ghosh, p. 50.

8 B. reads after this a couplet (B.10) from Ps. see ibid, p. 59. Not

occurring in most of the inss. this may be taken as spurious. This is

followed in B. by a prose passage which also seems to be spurious. The

same is our view about the couplet B.ll which follow this prose passage.

The substance of this couplet (B.11) occurs in 9 below.

the prose passage that follows it.
32

-XV. 9]

Vowles are fourteen in number!. A, i, i, i, u, i, !, ?,! 1,

kha, ga, gua, ña, ca, cha, ja, jha, ña, ta, tha, da, dha, na, ta tha

group] are called voiced (ghosa).

6-7 ((9.6-7; B.XIV.6-7). ' Read nonadhitu-samusrayam, C.
8 (C:8; 13, XIV.8). " Different Sikais and Pratisakhyas emmerate

Atharva, Taittiriya, and Vajasaneyi, I'nitiscklyas and the Rktantra

23 and 23. See IS. (ed. Manomolan Ghosh) p.51.

'PS. counts anusura, visarga, jihvimuliza and spadhminiva

9 (C.9 ; B.XIV.12). ' In C. this couplet occurs after 8 and befors
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10. These [consonants] are to be classified into (lit. known

11 In these groups (of consonants] ga, gha, na, ja, jha,
i, da, dha, na, da, dha na, ba bha, ma, ya, ra, la and va are voiced,
while ka, kha, ca, cha, ta, tha, ta, tha, pa, pha, fi, sa, sa and ha are

ca, cha, ja, jha, da, i, i, ya and sa palatal, ta, tha, da, cha, na, I,

sa dental, pa, plia, ba, bha, and ma labial; a and ha are from the

14-15. The Visarjaniya is from the throat, and ka and [kha]
are from the root of the tongue?. The place of articulation for pa
and pha are lips, and the same will be for the closed (aringta)

15-16. [The group of sounds] beginning with ka and

ending in ma are called stops (sparsa), sa, sa sa, and ha are open

3 The jihoya does not seem to occur in any well-known grammatical
work.This is perhaps synonymous with murdhanga; for in the pro-

duction of murdhanya sounds jihod (tongue) plays the most important part.
The Taittiriya. Pr. describes the manner of their production as follows :

this term has never again been used in the NS.

12-14 (C.12-14a; B.XIV.15, 15 of p.230 and 16). ' For different tradi-
tional views about the places of articulation of consonants sec PS. p. 62

THE NATYASASTRA [XY. 10.

as) voiced and unvoiced, velar, labial, dental, lingual (jihoya)",

nasal, sibilant, palatal and Visarjanlya.

unvoiced.
12-14. Ka, kha, ga, gha, and na, are velar (kanthasthn)

ra, and sa cacuminal (murdhana), ta, tha, da, dha, na, la, and

throat (lanthustha), o and au are throat-labial (antlyostha-
sthana)", e and ai, throat-palatal (lintra-talarya).

vowels u and ü?.

10 (C.10; B.XIV.13). ' Read the first hemistich as da darer:

Jinvagrena prativestya murdhani te-vargasya (IT.37). Curiously enough

11 (C.11; B.XIV.14).

Read llb as follows equal mae afrayalt,Read ll
• Read 13b as follows anal tgar gazar ali fear sa.Read l14-15 (C.14b-15a, B.XIV.16b-17a). ' Sec noto I to 12-14 above.Read 14-l, a low!
18-16 (C.15b-16a, B.XIV.17b-18a). ' C. samurtal for samortaj al.
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ña, na, na and ma are nasal [sounds].

16-17. Sa, sa, and sa and ha are sibilants (manut, lit. hot);

hka from the root of the tongue (ithramule) and hpa from the

17-18. Ka, ca, ta, ta and
and kha, cha, tha, tha and pha are uttered [markedly? from the
throat, and ga, gha, ja, jha, da, dha, da, dha, and ba, bha from the

18-19. The Visarjanya should be known as i sound trom
[the rout of] the tongue'. These are the consonants which have
been briefly defined by me. I shall now discuss the vowels with
reference to their use in words.

Vowels: their quantity

20. Of the above mentioned fourteen * vowels ten constitute
homogenous pairs (snand), of which the first ones are short and
the second ones long.

The four kinds of word

21. "Constituted with vowels and consonants [described

' Read this couplet as follows :

under B. 20b.
additional hemistich

(B 22a), before this.

* About the number of vowels see 8 note 1 above.

81 (C.21; B. foot note 4 in p. 231).

-XV. 21] 261

(viorta) while semivowels (rutah.tha) are closed (samurta), pa,

ya, ra, la and va are senivowels (atchesthi, lit. intermediate),

Upadhma (padlumanaya).
par are [simply] uttered (serrita),

throat as well as the breast (lanthorasia)

above] the words include verbs (aliyata), nouns (nama), roots
(ileatre, prepositions (pusarya) and particles (irata), nominal
affixes (tadhitt), euphonic combinations (sandhi) and case-
terminations (vibhaltz).

16-17 (C.16b-17a; B.XIV.18b-19a).
17-18 (C.17b-18a, B.XIV.19b-20a).

18-19 (C.18b-19; B.XIV.20b-21). ' See note 1 to 12-14 above.
Read 18b as followa: den fagsintal faxigufen ad:. See the foot-note in B.

20 (C.20; B.XIV.22b-23a). 'B. reads one
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The characteristies of vocables have been mentioned in

detail by the ancient masters. I shall again discuss those charac-
téristics briefly when an occasion will arise?.

The noun

23. The noun' has its functions determined by the case.
undings such as 'su' and the like, and by special meanings derived
therefrom?; and it is of five® kinds and has in basic meaning

24. It (the noun) is knownto be of sevent classes and
has six cases, and [sometimes] it is well-established (prathita)a and

22 (C.22; B. foot-note 5 in p. 231).

• There is a ditferener of opinion about the number of basic meaning.

ancient authority-took their number to be four. According to him they

Patañjali however considerod them to be five in number, c.g. characteristic-

of a species, object, gender, number and case (kraka). (Haldar, Itilas1. 147-48.

the seven groups of case-endings.

"The words prathita and sidhya as grammatical terms ar
scarcely well-known. Prathite seome to relate the well-known word
as a whole, which cannot be conveniently analysed into conponent parts.
(Unadi deriration should in this connexion be considered as the most
artificial). It may be in contrast to these that the words which can be
built up fron the verbal roots and affixes «te. are known as sadhya (tr
be, made). These two terms may therefore be taken as ayaonynous witl

THE NATYASASTRA [ XV. 29-

(pratiprika: tha) and gender*.

23 (C.25; B XIV.28). " This couplet has evidently bren misplaerd
in C. as well as B. Begin it as svidyadya.

* The second hemistich should be emended as follows: hamparefan-

3 The live kinds of non have boen enumerate as followe: smar

tosara-vivarana (Ruf. Maldar, Itilasa, 1. 174).

(pristipadikartha) of is word. According to Panini they are two: charteris-
tics of a species (Juli) and object (diavya). Katyayana adds one more to this
number which is gender (linga). But Vyaghrapat-a rather less knowu

are: characteristies of a species, objet, gender and nunber (samkhyi).

24 (C.23; B.XIV.25b-26a). ' The seven classes probably relate 1u

mura and vargila respectivels.
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[sometimes] is to be constituted (sadhya) [and when combined

with different case-endings] it may imply, indication (nirdesa)®,
giving to (sampradana), taking away (apa lan) and the like.

25. "The verbs relate to actions occurring in the present and
the past time and the like; they are sometimes well-established
(prathita)" and sometimes to be constituted (salhya)", are distin-
guished and divided according to number und person.

The verb

26. [A collection of] five hundred roots divided into twenty-
five classes are to be known as verbs (alhata) in connexion with
the Recitation, and they add to the meaning of the nouns?.

27. Those that upusyanti (modify) the meaning of the

- verbal root in connexion with the meaning of basic words" are forthat [very reason called pestra (preposition) in the stience of

3 Nirdesa seems to to relate 'nominatives; for it is one of the
meanings of the case-endings.• Enumerating these some grammarian says :

B. 27a scems to be corrupt and redundant.

3 In case of verbs prathita seems to relate to irregular frons like:
pasya in place of dis, and sidhya to regularly constructed ones. Sec
also note 1 to 24 above.

as C. 26a. There are different number of roots in lists (Dhatupatha)
attached to different grammatical works. It is not known which give
their number as five hundred. Dhanapala (870 A.C.). in his commentary

Itihasa, p. 44). Verbal roots are divided according to Pinini into ten classcs
(gana). Their division into twentyfivo classes docs not seem to occur in any
well-known work,

Sakatayana's view on the subject as expressed in the Nirukte (1, 1.3-4).

According to this authority upascegas have no independant menning and

- 8V. 271

granmer (macara-sastra).

Gan;
Itihasa, p. 170).

25 (C.24; B.XIV.26b und ef. 29b). ' Read the couplet as follows :—

26 (C.20a; B.XIV. 27b, 294). 'C. omits 26a and gives only 26b

to Jaina Sakatayana's Dhatupätha egys on the subject as follows :

27 (C.26, B.XIV.30). ' This detinition of the upasarga follows
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The particle

28. "As they ripatanti (come together) with declined words

(pada) to strengthen their basic meaning, root, metre? or etymo

logy®, they are called nipatas (particles).

The affixes

29, 'As it distinguishes ideas (pratya) and develops the
meaning [of i root] by intensifying it or combining [it with
another] or [pointing out] its essential quality (sultra), it is called

The nominal afix

30. JAs it develops the meanings [of a word] by an elision
[of some of its partsl, il seperation of its root and affix, or their
combination and by pointing out the abstract notion [indicated by

they are merely auxiliary words modifying the meaning of the verbal
roots. On the different ways in which such modification takes place

of the ca-group are particles (nipata). See I. 5.57. According to
Patanjali niputas do the function of case endingo and intonation (sara=

The author of the Kasika too accepts this view in his conments on P.J. 457.
= Ca, vai, tu, and hi are instances of such nipalas.

" It is not clear now nipalas, strongthen the etymology given

here Probably the reading here is corrupt.

29 (C.28; B.XIV.32). ' Such an elaborate definition of the pratyayo
does not not appear to ocenr in any exant grammatical work. Ag.
seems to trace it to the Aindra school of grammarians. The meaning
of the definition is not quite clear. According to the common interpre-
tation the pratyaya means that which helps to develop a meaning from

scem to occur in any well-known grammatical work. It describes the
processes through which the taddhita sufix will transform a word

THE NATYASASTRA I XV. 28.

pratyaga, (affix).

it], it is called tadultia (nominal affix).

Haldar, Itihasa, p. 346;.
28 (C27; B.XIV.31). ' According to Panini induelinables (avyaja)

pitch acent). He says: Matafa Manife fares... (on P.Ill.4.2).

rout (aard: nala? & M: ).

30 (C.29; B.XIV.33). ' This definition of the taddhita does not
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The case-ending

31. As they vibhajanti (distinguish betwen) the meaningy

of an inflected word or words with reference to their roots or gender,

The euphonic combination

32. Where separated vowels or consonants samlheynte

(combine) by coining together? (yogntah) in a word or words it is

called [on instance of] sandli (euphonie combination).

33. As due to the meeting of two sounds (lit. letters) or of

two words, their sequence (rama) sandleyate (result in a combi-
nation), it is called smelli (euphonic combination).

The compound words

34. The Samasa (compound word) which combine many
words to express a single menning an l suppresses affixes, has been
described by the experts to be of six kinds such as Tatpurusa and
the like.

sense of the term (vibhakti). Durgasimha of the Kalipa school says
the case-endings are so called because ot their giving distinctive meaning

sandhi is strictly speaking, not merely a combination of two sounds (vowels
or consonants), in a great number of case their mutual phonetic influener
constitutes a sandhi. This is of five kinds, and rolate to savara-s,

* This 'coming together' depends on the shortness of duration which
soparate the utterance of the two sounds. According to the ancient
suthorities sandhi will take place when this duration will not be moro
than halt a mitri. It is for this reason that the two hemistichs in a
couplet are never combined.

•XV. 341

they are called vihhalti (case-endings).

31 (C.30; B.XIV.34). ' This detinition follows the etymological

to a word (HER frunaia fraf$). See Hakdar, Itihasa, p. 169).
32 (B.XIV.35) C. omits this, Read vislista for visista. " The

oyañjana-s, prakili-s, anusvaras, and visarga-s.

(Haldar, Itihasa p. 166).

34 (C.82; B.XIV.37). ' Reads samharat samisopi (B.) for samha-

ranti samksepat (C.).



256

35. Observing such rules of grammar (sabda-vidhana) one

should compose series of inflected words (pala) combined in verse

or in prose, which have the quality of suggesting extensive meaning

Two kinds of word

36 Padas are inflected words und are of two kinds, viz.

those used in verse, and those in prose, Now listen? [arst] about
the characteristics of words used in prose.

Words in prose

37. Words used in prose are not schematically combined, have
not the number of their syllables regulated, and they contain as
many syllables as are required to express the meaning [in view]'.

Words in verse

38 Words used in verse consist of schematically combined,
syllables which have caesura and stops? and which have their
number regulated.

39. Thus arises it Rhythm-type (chandes) called Vetta
(syllablic metre) made up ot four feet which expresses different
ideas and consists of [short and long| syllables.

Rhythm types

10. Rhythm-types in feet are twenty-six in number.
Syllabie metres with these Rhythm-types are of three kinds, viz.

THE NArYASASTRA (XV. 35

(lit. extensiveness )}.

Syllabic metres

even (sma), semi-even (artlu-sent) and uneven (ristma).

35 (C.33; B.XIV.38). ' Read the couplet as follows :—afa: rafaria

36 (C.34; B.NIV.391, ' C. vibhajgkapadan for vibhaktsantam; (
bahir-bodhala for samzibodhala.

37 (C.35; B.XIV.40). ' B. anibaddhapadam chandas for anibad-
ahapadavinda; ( arthopekoksaragulam and B. "syretam for
arthapck.vaksarayutom.

38 (C.36; B.NIV.41) 'C. padacche ia for vaticcheda.
39 (C.37; B.XIV.12). ' B. pramuna-nivatitmakam for pramina-

myataesaram; Reau padair-varnair for pilairuarnair.
40 (C.38 ; B.XIV.43).
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41-42. This Rhythm-type which assumes the form of

different syllabic metres, is the body of words. There is no

word, without rhythm and no rhythm without word. Combined

with each other they are known to illuminate the drama.

Twentysix Rhythm-types

4,5-49. [The Rhythm-type] with one syllable [in a foot] is
called Ukta, with two syllables is Atyukta, with three syllables
Madhya, with four syllables Pratisthä, with five syllables Supra-
tisthi, with six syllables Gayatri, with seven syllables Usnik, with
eight syllables Anustup, with nine syllables Brhati, with ten syllables
Punkti, with eleven syllables Tristup, with twelve syllables Jagati,
with thirteen syllables Atijagati, with fourteen syllables Sakkarl,
with fiftcen syllables Atisakkari, with sixteen syllables Asti, with
seventeen syllables Atyasti, with eighteen syllables Dhrti, with
nineteen syllables Atidhyti, with twenty syllables Krti, with

Possible metrical patterns

49-51. Those containing more syllables than these are
known as Nali-vittas. And the Rhythm-types being of many
different varieties, metrical patterns according to the experts are
innumerable. The extent of these such as Gayatri and the like, is

being givén [below] But all of them are not in use.
51-76. [Possible] inctrical patterns of the Gayatri [type]

are sixtyfour, of the Usnik one hundred and twenty-eight, of the
Anustup two hundred and fiftysix, of the Bhati five hundred
and twelve, of the Pankti one thousand and twentyfour, of the
Tristup two thousand and forty-eight, of the Jagati four thousand

р. 50).

•XV. 61 1

twentyone syllables Prakrti, with twentytwo syllables Akrti, with
twentytluce syllables Vikti, with twentyfour syllables Samkrti,
with twentyfive syllables Atikrti', and with twentysix syllables
Utkit..

41-42 (C.396-40; B.NIV. 44b-45).
43-49 (0.41-47a; B.XIV.46-52a). ' also called abhikiti

49-51 (0.47b, 58b-59a, B.XIV.52b-54a). ' These esperts are mathe

maticians like Bhaskaracarya. See Litavati, section 84, (ed Jivinanda,
51-76 (C,596-80a; BXIV. 54b-79).

33
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and ninetytwo, of the Sakkari sixteen thousand three hundred

and eighty-four, of the Ati‹akkari thirtytwo thousand seven hundred

and sixty-eight, of the Asti sixtyfive thousand five hundred

and thirty-six, of the Atyasti one lae thirty one thousand and

seventy-two, of the Dhrti two laes sixty-two thousand one hundred

and forty-four, of the Atidhrti five lacs twenty-four thousand

two hundred and eighty-eight, of the Krti ten lacs forty-eight

thousand five hundred and seventy-six, of of the Prakrti twenty
lacs ninety-seven thousand one hundred and fifty-two, of the
Akrti- forty-one laes ninety-four thousand three hundred and four,
of the Vikrti eighty-three Incs eighty thousand six hundred and
eight, of the Sumkrti one crore sixty-seven lues seventy-seven
thousand
three crores thirty-five laes fifty-four thousand four hundred and
thirty-two, of the Utkrti six crores seventy-one lacs eight thousand
eight hundred and sixty-four.

77-79. Addingtogether all these numbers of different
metrical patterns we find their total as thirteen erores forty-two
lacs seventeen thousand seven hundred and twenty-six.'

Another method of defining metres

79-81. I have told you about the even metres by counting
[their numbers. You should also know how the triads which
make up the syllabic metres.Whether these are one, twenty,
thousand or a crore, this is the rule for the formation of all the
syllabic metres or metres in general.

81-82. Triads are right in number and have their own
definitions. Three syllables heavy or light, or heavy and light
make up a triad which is considered a part of each metrical
pattern.

literally agree.

78-81 (C.82-84a; B. foot note 4 in p. 241). ' C. omits 78b.

THE NATYASASTRA [ XV. 77.

two hundred and sixteen, of the Abhikrti (Atikrti)

-.....
'Slokas giving the numbers of metres of the kiti, vikiti, samkerti,

abhikiti (atikrti) and ulkili classes seems to be corrupt in C.

77-79 (C.80b-82a; B.XIV.80-82a), ' Readings of B. and C. do not

• 81-82 (C.84b-85; B.XIV.33b-84):
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83-84. [Of these eight triars] bhacontains two light

syllables preceded by aheavy one (-uu), ma three heavy
syllables (- - -), ja two light syllables separated by a heavy

syllable (u - u), sa two light syllables followed by a heavy syllable
(uu →) ra two heavy syllables separated by a light one (- u -),
ta two heavy syllables followed by a light one (- - u), ya two
Leavy syllables preceded by a light one and (u --), na three

85-86. _ These are the eight triads having their origin in
Brahman. For the sake of brevity or for the sake of metre they

are used in works on prosody, with or without [inherent] vowels

86-87 A single heavy syllable should be known as ga and
such a light syllable as la.

Separation of two words [in speaking a verse] required by

97-88. A heavy syllable is that the which ends in a long or

junet consonant or sometimes occurs at the end [of a hemistich].

88-89. Rules regarding the metre, relate to a regular
couplet (sampat), stop, foot, deities, location, syllables, colour, pitch
and hyper-metric pattern.

The regular couplet

89-90. A couplet in which the number of syllables is neither
in excess nor wanting is called a regular one (sampat).

The stop

90-91. The stop (viramn) occurs when the meaning has
been finally expressed.

-XV. 90]

light syllables (vuv).

(i. e. a)."

rules [of metre] is called caesura (yati).

prolated (putt) vowel, Anusvara, Visarga or comes after a con-

88-84 (C.86-87; B. XIV.85-86).

85-86 (C.88-89a; B.XIV.87, 886). 'B. reads one additional
hemistich betwren 85b and 86a.

86-87 (C.89b-90a; B.XIV.89).

87-88 (C.90b-91a; B.XIV.90).

88-89 (C.48; B.XIV. 102).
89-90 (C.49, B. XIV. 103).

90-91 (C.50; B.XIV.104).
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The loot

The foot (pada) arises from the root padl, and it means one

quarter [of a couplet].

The presiding deities of metres

91-92. Agni and the like presiding over different metres are
their deities.

Location

Location is of two kinds, viz, that relating to the body and
that to a [particular] region.

Quantity of syllables

93. Syllables are of the three kinds, viz. short, long

Colours of metres

Metres have colours like white and the like.

Pitch of vowels

'91.95. The pitch of rowels is of three kinds, viz. high, low
and medium. I shall speak about their character in connexion

with the rules of Dhruvas Rules [about their usc] relate to the

occasion and the meaning [of thing sung or recited].

Three kinds of syllabic meters

95-97. Syllablie metres are of three kinds, viz. even (sama),

If the number of syllables in a foot of any metre is difficient
or in excess by one, it is respectively called Nivet or Bhurik. If the
deficiency or excess is of two syllables, then such a metre is respec-
tively called either Svart or Virat.

three hemistichs which do not occur in some versions, and which seem to be

irrelevant.

THE NATYASASTRA [XV. 91.

and prolated (pluter).

semi-even (ardha-sama) and uneven visama).

01-92 (C.51; B.XIV.105).
93 C.536-542, B.XIV. (107b-10Sa). This couplet is preceded by in B.

91-95 (C.53b-542, B,XIV.108b-108).

95-97 (C.51b-58a, B.XIV. 110-1124).
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98. All the syllabic metres fall into three classes such as
divine, human and semi-divine.

belong to the first or the divine (divia) class.

102. O the best of Brahmins, now listen about the metrical
patterns which are to be used in plays and which are included in
the Rhythm-types described by me?.

which treats of the Rules of Prosody.
--------

this (C.101&-118a B.XIV, 116b-132a) seem to be spurious. For & discus-

sion on this point sec the Introduction.

102 (C.118-119, B.XIV,13:-134). ' Some versions of the NS. read

this couplet as the beginning of the next chapter.

•XV. 102 ]

99. Gayatri, Usnik, Anustup, Brhati, Tristup and Jagati

100. Atijagati, Sakkari, Atisakkari, Asti, Atyasti, Dheti and
Atidhrti belong to the next (le. human) class.

101. Krti, Prakrti, Vyakrti (Akrti), Vikrti, Samkrti,
Abhikrti (Atikrti) and Utkrti belong to the semi-divine class.

Here ends Chapter XV of Bharata's Natyasastra

----~-—--
98 (C.91b-92a, B..XIV.112b-113a).
99 (C.92b-932, B.XIV.113b-114a).
100 (93b-94a, B.XIV.114b-115a).
101 (C.94b-95%, B.XIV.115b-116a). ' The seventeen couplete after



CHAPTER SIXTEEN

METRICAL PATTERNS

class. [In each of its feet] the first two and the last two syllables

are heavy?.

Example :

O fair lady (lit. slim-waisted one), why? have you cast off
your ornaments, why are your eyes without collyrium and why are
you resting the cheek on the palm of your hand ?

3. [Of the same class is] Makaraka-sirsa which has [in

each of its feet] the first four syllables light and the last two

Example :

You are not greeting the beloved one who has.come to
you of his own accord O terrible one, why' are you so dull-

which rightly belongs to the Chapter XV. (XIV. in B.)
a Scheme (--U, u--). The definition of this metre is also ite

example though an independent example also follows. Such is the case:
with many other metres defined in the NS.

' See above 2 note 1.
= Makarakassira- having a head (16. brain) like that of a makara.

Y'anu-madhya

1. *Panu-mdhya is a variety [of metre:] of the Gayatri

2. santyakta-vibhusa bhrastanjana-netra /

hastârpitaganda kim tvam tanu-madhya lI

Makaraka-Sirsa

beavy!.

4. svayam upayantam bhajasi na käntam I

bhayakari kim tvam makaraka-sirsa l

headed?

1 (C.2, B.XV.2). ' This is preceded in B. and C. by a couplet

2 (C.3, B.KV.3). ' Kim tram-why (are) you..? Cp. Kin

by Pr. P. Vr. R. and Srv.

• 4 (C.5, B.XV.5).
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Malati

5. [The metre with] the feet of six syllables of which the

second and the fifth are light and the rest heavy, is called

Example :

The offended woman wearing the Malati garland in which
the bees are clinging looks charming.

Malini

7. [The metre with] the feet of six syllables of which the
second one is light [and the rest heavy] is called Malini. I

Example :

By your perfumed bath, [wearing of] garlands, [good] dress
and ornaments you are clearly recognised as the wife of a garland-
maker.

9. [The metre with] the feet of seven syllables of which

the second, the fourth and the fifth are light [and the rest heavy]

The allusion is perhaps to the foolish makara in the Vanara-makara-kathe
in the Pañcatantra, IV. which really believed that the monkey had left
its heart behind in the tree on the river-bank. Hence I translate the
word as "dull-headed one."

from the metre Maliai defined by Piúgala and his followers. The NS.
calls this second Malini (with 15 syllables in each pada) Nandimukhi.
See below 73-74.

-XVI. 91

Malati'.

6. Sobhate baddhaya gatpadâviddhaya !
malatimalayã manini lilaya i

8. snana-gandha-sragbhir vastra-bhusayogaih 1
vyaktam evaisa tram malini prakhyata li

Uddhata

is called Uddhata!.

5-6. (B.XV.9-10). ' Scheme (-U-, -u -) C. omits this metre.
7 (C.6, B.XV.6-7). ' Scheme (- U-,---). This is quite different

8 (C.7, B.XV.8).
9 (0.8, B XV:11-12). ' Scheme (-u-, uu-,-).
10 (C.9, B.XV.13).
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Your face which bears the marks of spear-like teeth [of the

beloved, and is strewn over with your dishevelled hair, indicates

indeed an unrelenting fight of love.

11. [The metre with the feet of seven syllables of which
the first two and the last two are heavy lund the rest light] is

Example:
12.

O beloved one, this being the month of Caitra which is
varigated with different flowers, cluster of bees are flying about
intoxicated [with their smell].

13. The metre with the feet of eight syllables of which
the first, the third, the fifth, the seventh and the last [the eighth]
are hervy [and the rest light] is called Simha-lekha'.

Example :-

That you have planned the love's embrace in various ways,
O fair-limbed one, has been inscribed in my mind with the seratch
of a lion's claws.

15. The metre with] the feet of eight syllables of which the

is named as Pramanika in Pr. P.

THE NATYASASTRA I XVI: 10-

10. danta-kunta-krtankam vyakulalakn-sobham |

samsativa tavâsyam nirdayayam rata-yuddham i

Bhramara-malika

called Bhramara-malika!.

nana-kusuma citre prapte surabhi-mase l
esã bhramati matta kante blrimara-mala A

Sinha-lekha

14. yat traya hy aneka-bhavais cestitam rabah sugatri i

tan mano mama pravistam vrttun atra simha-lekham l

Matta-cestita

11 (C.10, B.XV.14-75) ' Echeme (-u, uu-a).
12 (C.11, B.XV.16).
13 (C.12, B.XV.19). 1 Schem (-u-u-u, -ü-) C. gives the

name as Simhalila.

14 (C.13, B.XV.17-18). " The translation followe Ag.
, 15 (C.14, B.XV.20, 21). ' Scheme (u-u,-U-U-). This' metro
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second, the fourth, the sixth and the eighth are heavy land the rest

light] is called Matta •cestita. I

265-

Example:

The beloved one with her eyes restless and rolling, hairs

hanging down dishevelled, and footsteps unsteady, is behaving like

a person who is intoxicated.

17. [The metre with] the feet of eight syllables of which all

Example:
18.

The sky being overcast with dark clouds which are roaring
and are laden with masses of water, a flash of lightning which
rivals the sun-beam is running in [different] directions.

19. [The metre with] the feet of eight syllables of which
the fifth, the seventh and the last are heary land the rest light]

O fair lady (lit. fair limbed one)", your face with the teeth

---, --). B. gives
the name as Vidyun-mala. This is the name in Pingala and Sr. B.

20 (B.XV.27), 1 This mode of addressing a beloved woman is as old
as the time of Patañjali who quotes the fragment of a poem as follows :

34

- XVI. 20]

-

16. carâvaghüriteksanam vilambitâkulalakamn I

asamsthitaih padaih priya karoti matta-cestitam lI

Vidyul-lekha

are heavy, is called Vidynl-lekha.?

sambho-bharair anardadbhih yamanbhodair ryapte vyomni l
adityâmsu-spardhiny esa diksu bhranta vidyul-lekha i

Citta-vilasita

is called Citta-vilasita. 1
Esample :

20. smita-vasa viprakasair dasana-padair amibhih 1
varatanu purna-candram tava mukham avoti #

18 (C.15, B.XV.22).
17 (C.16, B.XV.23, 24). ' Scheme (--,

18 (C.17, B.XV.25).
19 (B,XV.26). ' Scheme (UUU, U-V, --). C. omits this metre.

varatanu sampravadanti kuktulah (Rief. Apte's Guide to Skt. $ 319).
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moon.

revealed on account of your smile, outshines (lit. covers) the full

21. [The metre which has] the feet of nine syllables of which
the Jast three are heavy [and the rest light] is called Madhukari. I

Example:

Seeing the woodland covered with various trees full of
flowers and rich in exuberence of [pleasent] odour, the female
bee is flying about in delight.

23. [The metre which has] the feet of ten syllables of which
the first and the last three are heavy land the rest light] is called

Example:

O dear one, this well-made garland of Kuvalaya! flowers
fastened at that time on your head which has been richly decorated
with Lapis lazuli, quartz and gold, does not bear [any nore] its

25. [The metre which has] the feet of ten syllables of

is called Panava by Pingala and his followers.

of the lotus elass.

THE NATYASASTRA [ XVI. 31-

Madhukari

22. kusumitam abhipasyanti
vividha-taruganais channam 1

vanam atifaya-gandhadhyam
bhramati madhukari hrsta l

Kuvalaya-mala

Kuvalaya-mala*.

24. asinims te sirasi tada kante
vaiduraya-sphatika-suvarnadhye/

Sobhăm svăn na vahati tăm
• haddha su‹lista kuvalaya-malêyam i

naturalbeau ty.

Mayurasarini

21 (C.18, B.XV.28, 29). ' Scheme UUU, UUU, ---). This
ractre is called Bhujagnisubhrta (yuta, vrta) by Pingala and his followers.

22 (C.19, B.XV.30).
83 (C.20, B.XV.31, 32). * Scheme (---, UVU, U--, -). This

• 24 (C.21, B.XV.33). ' Kuvalaya is a blue aquatic flower of the
25 (0.22, B, XV.34, 35).
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which the second, the fourth, the sixth and the eighth ire light

Example :

O ignoble one, you have no union with men, neither have

you any sign of love's enjoyment. Still you look like one who is

enceinte. You indeed behave like a pea-hen.'

27. [The metre with] the feet of eleven syllables of which
the first, the fourth, the seventh the tenth and the last are heavy
[and the rest light] is called Dodhaka.!

Example:

O merry lady, look at this elephant which with its faltering
steps of the front legs, and with the body playfully moved about
[as if in] intoxication, is imitating the manner of a calf (?) *

29. [The metre with] the feet of eleven syllables of which
the first two, fifth, the eighth, and the last are heavy [and the
rest light] is called Motak

sexual union take place in complete seclusion.

28 (C.25, B.XV.39). We are not sure of the meaning of the word

• XVI. 29]

[and the rest heavy] is called Mayürasärini?.

26. naivete'sti samgamo manusair

nâsti kamabhoga-cihnam anyat i

garbhiniva drsyase hy anarye

kim mayura-sarini tvam evam l

Dodhaka

28. praskhalitâgrapada-pravicaram

matta-vighurnita-gatra-vilasam 1

pasya vilasini kunjaram etam

dodhaka-vettan ayam prakaroti i

Motaka

1 Scheme (-U-, U-U,-u-,-). ' Pingala gives the name as

Maya a so doves Vi. " This relates tho berlint that the men foile

27 (C.24, B.XV.37, 38). 1 Scheme(-uu,-uu,-uu,--).

dodhaka. Ag writes dodhakena giyamanam villam dodhaka-vittam.
29 (C.26, B.XV.40). ' Schema. (--U, U-U,U-U, U -). This is

named as Motanaka by Gaigadasa ingCh. M.



Example:

This elephant hearing the clouds roaring in the mountain
valley, is trumpeting in excitement as loudly as the (rain] cloud»
and is rushing with faltering steps to the trees.

31. [The netre with] the feet of eleven syllables of which
the third, the sixth, the seventh and the ninth are light, land
the rest heavy] is called Indra-vajril.

Example:

You are hard to be looked at, dificult to be pleased and won
over, and you have an unmixed (lit, one ) hard feeling, in the
practice of love, you are unfit (ayoyya) at every stage; and in short
you are [like] the thunder-bolt of Indra.

38. [The metre with] the feet of eleven syllables of which
the first, the third, the sixth, the seventh, the ninth are light land
the rest heavy] is called Upendravajrat.

$88
THE NATYAgISTRA [ XVI: 30:

30. eso'mbuda-nisvana-tulya-ravah

ksibah skhalamana-vilamba-gatil /
frutva ghana-garjitam adri-tate

vịksan prati motayati dviradah n

Indra-vajrs

32, tram durniriksya duratiprasada
duhkhaika-sadbya kathinaika-bhav !

sarrasy avasthisu ca kama-tantre
yogyasi kim và bahunêndravajia d

Upendravajra

Examplo:

34. priye sriya varna-visesanend

smitena kantya sukumär-bhavät 1

ami gune rupa-gunanurupa

bhavanti te kim tram upendravajrä lI

30 (C.27, B.XV.41).

31 (C.28, B.XV.42).' Schene (--u,--u, u-U,--).
32 (C.29, B.XY.43),

.33 (C.30, B.XV.44).• ' Schemo (u-v,--u, u-v,--).
34 (C.31, B.XV. 15).
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O beloved one, due to your beauty, the special colours

[of your cresel, smile, grace and delicate bearing, these qualities

of yours have matched the qualities of the [keautiful] form. Are

you the bow of Indra ?'

35. [The metre with] the feet of eleven syllables of which

the first, the third, the seventh, the ninth and the last are

heavy land the rest light] is called Rathôddhata?.

Example:

O good soldier, why have you left the battle-field com-

pletely. You have done neither any good to yourself nor to your
friends, for while runing away [from the battle field] the dust [in
your road] rises now [as if] scattered by chariot. 1

37. ['The metre with] the feet of eleven syllables of which
the first, the third, the seventh and the tenth and the last are heavy
[and the rest light] is called Svagata'.

Example:

Today the two large eyes of mine have attained their object

and so has my life and love, because you have come to my house;
O fair lady, you are welcome, please be seated.

additional crample of this

MERICAL PATTERNS

Rathôddhate

36. kim traya subhata dura-varjitam

natmana na suhridam priyan krtam 1

yat palayana parayanasya te

yati dholir adhuna rathôddhata Il

Svagata

38. adya me saphalam ayata-netre

jivitam madana-sansriya-blavam 1

agatâsi bhavanamn mama yasmat

svagatan tava varôru nisidi N

1 Upendra-vajramiu indra-channo u pamilam etc. (Ag.).
35 (0.32, B.XV.46). ' Scheme (-U-, uuU,-u-,u-)
36 (C.33, B.XV.47). ' B. gives an

metre (B.XV.48).
37 (0.34, B.XV.ty). ' Scheme(-u-uuu,-uu,--).
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Salini

39. [The metre with] the feet of eleven syllables of which

the siath and ninth are light [and the rest heavy] is called Salini.?.

Example:

On account of your patience with the people you do
not, utter a harsh word to any one who has bad manners or is
without any merit or is wicked. O good lady, you have followed
a noble manner, you are a housewife full of sweetness in every
respect.

#1. [The metre with] the feet of twelve syllables of which

the third, the sixth, the ninth and the lastie heavy land the
rest light] is called Totaka.1

Why is this crooked and insufferable conduct full of villainy,
and unambiguous (lit. direct) and harsh words hurting the relations,
dear ones and [other] good people? You are indeed behaving

like a cutter.

43. [The metre with] the feet of twelve syllables of whieh

THE NATYASASTRA (XVI. 89-

40. duhátlam va nirgunam papakam vã

loke dhairyad apriyam na bravisi!

aryam slam sadbvi he te'nuvettam

madhuryâdhya sarvatha salini tvam lI

Totaka

42. kim idam kapatâsraya-durvisaham
bahu-sathyam athôlbana-rüksa-kathum 1

svajana-priya-sajjana-bhedakaram
nanu totaka-vettam idama kuruse il

Kumudanibhã

38 (C.35, B.XV.50).

39 (C.36, B.XV.51). ' Scheme (---, --u, --u, --).

10 (0.37, B.XV.52).

11 (0:88, B.XV.53, 54), ' Scheme (uu-uu-uu, uu-).

42 (C.39, B.XV.55).
43 (C.40, B.XV.59),



the first four, the eighth and the tenth are light land the rest

Example:

O fair-eyed damsel, being like a Kumuda flower why have
you been struck with cupid's arrow and why do you appear
pale before your friends like in delicate Nalini blasted by the
coid wind.

45. The metre with the feet of twelve syllables of which
the first five, the seventh and the tenth as are light land the rest
heavy] and the caesura falls after the firt five syllables, is called

Example :

O beloved one, your sweet face with eyes as large as lotus.
petals and the splendour of your eyebrows, are the abode of love,
and they are ready to bring love even to the god of love; you
shine as it were like a phase of the moon.

47. The metre with] the feet of twelve syllables of which

•XVI. 47] METRIOAL PATTERNS 274

heavy] is called Kumudanibha".

41, kumudanibha tvam kama-bina-viddha
kim asi-natabhruh sita-vata-dagdha 1

midu-nalinivapandu-vaktra-sobha
katham api jata agratal sakhinam N

Candra-lekha

Candra-lekha.

46. vaktram saunyam te padma-patriyatâksam

kamasyâvasam svabhruvos câvabhasam |

kamasy pidam kamam ahartukamam
kãntya tram kante candra-lekhêva bhasi i

Pramitaksari

/ Scheme (MUU,U--, -U-, VU). B. gives another metre of
this nume with a different seheme (-v-, 0--, uuu,u--) and an
example of this (B.XV.56-58).

41 (C.41, B.XV.60).
45 (C.42, B.XV.61),' Scheme (---, ---, U--,U--).
16 (C.43, B.XV.62). 17:(C.44, B.XV.68).
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the third, the fifth, the ninth and the last are. heavy land the

Example:

If any one has a pleasing young wife with restrained speech,
who is always smiling and averse to speaking ill of him (even]
secretly, and is never fickle or harsh, that person verily thrives.

49. [The metre with the feet of twelve syllables of which
the second, the fourth, the fifth, the eighth, the tenth and the last
are heavy [and the rest light] is called Vamsustha?

Example:

You are not dear to me, for you are wanting in esteem [for
mel and your harsh words [also] have made you displeasing [to
me}. So I see that the natural habit will surely bring a quarrel
today.

51. [The metre with] feet of twelve syllables of which the
fourth, the seventh, the tenth and the last are heavy land the
rest light] is called Harina-plute.

This is called Druta-vilambita by Pingala and his followers.

THE NATYASASTRA [ XVI. 48.

rest light] is called Pramitakarsal.

4S. smita-bhãgini hy acrpalâparusi

nibhutâpavada-vimukhi satatam I

yadi kasya eid yuvatir asti sukha
pramitaksari sa hi punnah jayati i

Vansastha

50. na me priya yad bhumana-varjitã
kytapriya te parusabhibh sunaih!

tatha ca pasyamy aham adya vigraham
dhruvam hi vamsastha-gatih karisyati i

Harina-pluta

"Scheme (uu u-vuu-, uv-).
48 (C.45, B.XV.64).

49 (C.46, B.XV.65, 66). ' Scheme (u-u,--u-u,-u-).
50 (C.47, B.XV.67).

51 (C.48, B.XV.68). ' Scheme (uvu, -uu, -uu, -u-).
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Example :

The fair lady (lit. fair-limbed one)', smitten by the whip of
your harsh words, and looking in fear to her sides and runing away
continously with quick steps is imitating by her movements a deer's
gallop.

53. [A metre with] the feet of twelve syllables of which the
seventh, the ninth, the eleventh and, the last are heavy [and the
rest light] is called Kamadatta?.

Example:

O fair lady', you have been adorned with the marks of
nails, your lips have been bitten by teeth and your gait also is
faltering and slow. It seems, O deer-eyed one, that you have
given [yourself up] to [the enjoyment off love.

55. [The metre with] the feet of twelve syllables of which
the first, the fourth, the seventh and tenth are light [and the
rest heavy] is called A prameya".

calls this Kama-matta.

35

•XVI. 55 ]

52. parusa-vakya-kasabhihata tvaye

bhaya-vilokana-parsva-niriksaga l
varatanul pratata-pluta-sarpanair

anukaroti gatair harina-plutam N

Kamadatta

54, karaja-pada-vibhusita yatha traum
sudati dasana viksatâdhara ca l

gatir api curanâvalagna-manda
twam asi mrga-samâksi kamadatta i

52 (0.49, B.XV.69). See above 20 note 1.
53 (C.50, B.XV.70). ' Scheme (vuu, uuu,-u-, u--). C.

54 (C.51, B.XV.71). Sudali -O fair-tothed one.
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Example:

56.

Nowhere amongst the mortals (lit. in this world) is to be
seen a woman who is your equal, and is distinguished by. singular

accomplishments. The creator has made you matchless by putting
together [in you] all the best virtues of the three worlds.

57. [The metre with] the feet of twelve syllables of which
the second, the fifth, the eighth and the eleventh are light [and the
rest heavy] is called Padmini?.

Example :

58. O dear lady, you always appear to me like a lotus-lake,
for your body is a pool of water which shines by the lotus-face,
and your eyes are the restless bees [there] and you smile with the
swan-like teeth and your hairs are [the lotus) leaves, and the

breasts are like the Cakra-vakas' [swimming there].

59. [The metre with] the feet twelve syllables of which the
first six and the tenth are light [and the rest heavy] is called

This is called Sragvini by Pingala and his followers.

seems to be & variant of this.

This is called Puta by Pingala and his followers.

THE NATYASASTRA [ XVI. 66-

na te ka cid anya sama dryate stri

ny-loke visista gunnir advittyail !

trilokyam gunâgryan samährtya sarvän

jagaty aprameyâsi srsta vidhaträ N

Padmini

deha-toyasaya vaktra-padmojj vala
netra-bhrigâkula danta-hamsaih smita !

keea-patrac-chadi: cakravaka-stani
padminiva priye bhasi me sarvada #

Patuvitta

Patuvrtta'.

58 (C.53, B.XV.73).

57 (C.54, B.XV.74, 75). 'Scheme (-u--u-,-v-,-u-.
58 (C.55, BXV.76). ' B. gives & second example (B.XV.77) which

59 (C.56, B.XV 78, 79), ' Scheme. (uuu, UuU, ---, u--).
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Example :

The month of Caitra (lit, honey-month) with lotus-burs
in the garden-lakes, songs of bees and cuckoos and the playful
movements of intoxicated women, is anouncing its smart manners.

61. [The metre with] the feet of twelve syllables of which
the second, the fourth and the ninth the eleventh and the last
ale heavy Land the rest light| is called Prabhavati.'

Example:

O fair one, with eyes as large as a lotus, how have you
come like a radiant being to this house [of mine] when the rays
of the moon have been covered by clouds and you have not cared
for the impending (lit. new) rains and the lightning?

63. [The metre with the] feet of thirteen syllables of which
the first three, the eighth, the tenth and the twelfth and the last
are heavy [and the rest light] is called Praharsini!.

80 (C.57, B.XV.80). 'I am not certain about the exact meaning

•XVI. 68]

60. upavana-salilanam bala-padmair
bhramara-parabhrtanam kantha-nädaih 1

samada-gati-vilasaih kamininãm
kathayati patuvrttam madhu-masal i

Prabhävati

62. katham uv idam kamala-visala-locane

gham ghanaib pihita-kare nisakare 1

acintayanty abhinava-varsa-vidyutas

tram agata sutanu yatha prabhavati lI

Praharsini

of the term putavitta. One ms. gives it as patortta (se B.) which I adopt.

81 (C.58, B.XV.81). ' Scheme (u-u, -uu, uv-,u, --).
82 (C.59, B-XV.82).

63 (C,80, B.XV.83). 'Scheme (--, uuuu-v-u-,-).
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Example :

LO fair onel, by your loving and sweet words, witty

sayings, beautiful, majestic, faltering and slow steps, you capti-

vate the mind of lovers. It is apparent that you tre enripturing
beyond [anything else in] this world.

65. [The netre with] the feet of thirteen syllables of which
the sixth, the seventh, the tenth and the eleventh are light land

the rest heavy is called Matta-mayura.
Example :

These douds [characterised] by a thundering noise and
brilliant signs containing lightning and rainbow, moved about ly
the wind, and adorned with white cranes speaks of the [urrival
of the] rainy season which maddens the peacocks.

67. [The metre with the feet of fourteen syllables of which
the first two, the fourth, the eighth and the eleventh and the
thirteenth and the last are heavy [and the rest light] is called

THE NArYASASTRA (8V1. 64-

64. bhavasthair madhura-kathaih subhasitais tvam

satopa-skhalita-vilambita-gatais ca/

sobhädhyair harasi manamsi kamukanăm

suvyaktam hy atijagati praharsini call

Matta-mayüra

66. vidyun-naddha sêndra-hanur-dyotita-dehi

vatoddhütah sveta-balaka-kita-sobbah
ete megha garjita-nadôjjvala-cihnah

prävit-kalan matta-mayuram kathayati H

Vasanta-tilaka

Vasanta-tilaka!.

84 (C.61, B.XV.84).

85 (C.82, B.XV.85), * Scheme (---,--u, U--, uu-, -).
68 (C.83, B.XV.88).

87 (C.64, B.XV.87). * Scheme, (--u,-uu, u-v, u-u,--).
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Example: *

This well-dressed woman who has adorned her braid of
hairs with the many-coloured vernal flowers, ind the rest of her
body with various types of Hower-garlands' and her ears with
various ornaments, looks indeed like the decoration (tilalia) on the
forehead [ot the goddess] of spring.

69. [The metre with the feet of thirteen syllable, of which

the first five and the last three are heavy, and the rest light is

• Example:

A proud person who knows the world and is learned, strong,
of high birth and character, must leave lie country] in which he
does not find adequate honour, and quickly goes to a different
country; for this world is scattered over with wealth of many kinds
and offers no obstruction [to such & person].

71. The metre with the] leet of fourteen syllables of which
the first four, the tenth, the eleventh the thirteenth and the
last are heavy (and the rust light] is called Sarabha".

" Srak and malya wie used here probably to
indicate two different kinds of gurlands.

-XVI. 14] 247

68. citrair vasanta-kusumaih krta-kesa-hasta

srag-dama-malya-racanã-suvibhusitângi |

nanâvatamsaka-vibhusita-karnapara
saksad vasanta tilakêva vibhati nãri l

Asambadha

called Asambadhã. 1

70. mani lokajiah fruta-bala-kula-siladlyo
yasmin sammaname na sadisam anupasyed dhi I

gaccet tam tyaktva druta-gatir aparam desum
kirna nanârthair avanir iyam asambädha il

Sarabha

1---+-----.
68 (C.65, B.XV.88).

68 (C.66, B.X V.89). I scheme (---, --u, uuv, Uü-, --).
70 (C.67, B.XV.90).

71 (C.68, B.X V.91). I scheme (---, -uu, vuU,--u;--.
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Example

This beloved lady goes trembling in a graceful manner to
the forest covered with shrubs and interspersed with high hills. Ah,
what a pity, the fool that I am, I could not understand that
due to anger she is openly playing the graceful role of an young

73. [The metre with] the feet of fifteen syllables of which
the first six, the tenth, and the thirteenth are light [and the rest.
heavy] is called Nandimukhi.'

Example :

Never before have I seen your face with eyes red in anger
and with eyebrows curved in frowning; O lady, what more shall I
say? Are you the [same] sweet-tongued one who resides in my
heart and is like Nändimukhi ?

75. [The metre with] the feet of sixteen syllables of which
the first, the fourth, the sixth and the last are heavy [and the

- -). This is called Malini by Pingala and his followers.

followers.

THE NATYASASTRA [ XVI. 72-

72. esã kanta vrajati lalitam vepamana

gulmac-channam vanam uru-nagaih sampraviddham I

hã hã kastam kim idam iti no vedmi mudho
vyaktam krodhac-charabha-lalitam kartu-kamall

elephart.
Nandimukhi

71. na khalu tiva kadacit krodha-tamâyataksam

bhrukuti-valita-bhangam drata-purvam mayâsyam
kim iha bahubhir uktair ya mamaisa hrdistha
tram asi madhura väkya devi nändimukhiva I

Gaja-vilasita

rest light] is called Gaja-vilasita.

ти.-
72 (0.69, B.XV.92).
73 (C.70, B.XV.93).1 Scheme (UUUUUU,---,U--,U

74 (C.71, B.XV.94).

78 (0,72, B.XV.95, 96). 1 Scheme fuU,-u-, uuu, uuu,
uvu, -).This in called Rsabha-gaja-vilasita byPingala and hie
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Example:

On seeing the surface of the earth adorned with the Kandala

and the Indragopa, and perfumed with the flowers of Sal,

Kadamba I, Nipa", and Kutaja, which open at the loud and clear

drum-like peals of thunder (lit. sounds of the clouds) this [man]
imitates the sportful movement of a bull-elephant.

77. [The metre with the] feet of sixteen syllables of which
of the second, third, the fourth, the fifth, the sixth, the twelfth the
thirteenth, the fifteeth and the last are heavy land the rest light]

Example :

Her body has been scratched by nails, and lips and the
checks are bitten by teeth, the held is set with flowers, hairs
have their ends dishevelled, and her gait is languid, and the eyes
tre restless. Ah, a very griceful exploit of love, has taken place
in a praisworthy manner.

71. [The metre with] the feet of seventeen syllables of which
the second, the third, the fourth, the fifth, and sixth, the twelfth,

synonymoue. It is just possible that there are two different trens with
these two names and later writers have ignored the difference which
inny be very slight. It may benoted here that the Concise Oxford Diction-

ary defines nipo as a kind of E. Indian palm'.

* See note 1 above,

•XVI. 79 ] METRIOAL PATTERNS

76. toyadhariah sudhira-ghana-patu-pataba-ravaih

sarja-kadamba-nIpa-kutaja-kusuma-surabbim |

kandala-sêndragopake-racitam avanitalam

viksya karoty asau vrsabha-gaja-vilasitakam i

Pravara-lalita

‚is called Pravara-lalita.'

78. nakhâlidham gitram dasana-khacitam côstha gandam
siral pusponmierun pravilulita-kesalakântam 1
gatih khinna ceyan vadanim api sambhranta-netram
aho saghyam vitta pravar-lalitan kama cestam

Sikharini

78 (C.73, B,XV.97). " Kadambo and nipo are usually considered

77 (0.74, B.XV,98, 89)." Scheme (U-----,uuuuu-;-u-, -).. 78 (C.75, B.XV.100). 79 (C.76, B.XV.101, 102),
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the thirteenth and the last are heavy (and the rest light is called

Example :

Your hip is like the sand-bank at the margin of a river,
your face together with the eyes, is like a lotus with the bees, the
touch of your body is soft and not rough; with your two elevated
breasts you look like a hill with [two] peaks, O dear one.

81. [The metre with the] feet of seventeen syllables of which
the first five, the eleventh, the thirteenth, the fourteenth and the
sixteenth are light [and the rest heavy] is called Visabha-reatita.?

Example :

On hearing the thundering noise of the clouds the bull
maddened with an excess of rut, is striking the earth with its
horns and is bellowing in reply. And then, surrounded by young
females of its elass it goes fearlessly from one con-pen to another
and has the vurious sportive exploits on the green pasturel

83. ['The metre with] the feet of seventeen syllables of
which the first four, the tenth, the eleventh, the thirteenth,

"U-, Un). This is called Harini by Pingela and his followers.

THE NATYABASTRA [XVI. 80.

Sikharini?

80. mahanadyâbhoge pulinam iva te bhati jaghanam

tathâsyam netribhyãm bhramara-sahitam pankajam iva 1
tanu-sparsas câyam sutanu sukumãro na parusah
stanabhyam tungäbhyim sikhari-nibha bhasi dayite N

Vrsabha-cestita

82. jalada-ninadam Srutva garjan madoccuyi-darpitaly
vilikhati mahim mgaksepair vrsah pratinardy. ent
sve-yurati-vito gustined gosthum prayati ca nirbingo
vrsabha-lalitam citrum vettam karoti ca advale i

Sridharn

1 Scheme (U----,UUU, UU--UU,4-).
80 (C.77, B.XV.103).
81 (C.79, B.XV.104, 105). 'Scheme (DUU, Us, ---u-,

• 82 (C.79, IB.XV.106). 83 (C.80, B.XV.107-108, 109).
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the fourteenth and the last are heavy [and the rest light] is called

Example:

84.

O beloved one, by your bathing, powders, pleasently fragrant

paste smeared on your cheek, the hair perfuming incense, flowers

set on the hair (lit. head), various elothes ind many jewels com-
bined with gold worn on the limbs, you shine indeed very much
like the lotus-dwelling lonel who is the goddess of beauty.

85. The metre with] the feet of seventeen syllables of
which the first, the fourth, the tenth and the last are heavy land
the rest light] is called the Vamsa-patra-patita. 1

Example :

O fair lady, this elephant which surrounded by young
ones is playing near the peck of the hill in the thick forest of trees
and shrubs hent with flowers, is delighted to hear, the roaring of
clouds and is moreover causing, like the wind, the bamboo leaves
to fall [on the ground].

87. The metre with the feet of seventeen syllables of
which the second, the sixth, the eighth, the twelfth, the fourteenth,

called
Mandakranta by Pingala and his followers.

36

•XVI, 87]

Sridhara. 1

snanals cürnain sukha-surabhibhir ganda-lepais ca dhupail

puspais cânyaih sirasi-racitair vastra yogais ca tais taih 1

nana-ratnaih kanaka-racitair anga-sambhoga-samsthair

vyakam kante kamala-nilaya sridharêvâti bhasi l

Vamsa-patra-patita

86. esa gajo dri-mastaka-tate kalabha-parivrtal!
kridati veksa-guhna-gahane kusuna-bhard-nate 1
megha-ravam niéamya muditah pavana-jara-sama!!
sundari vamsa-patra-patitam punar api kurute i

Vilambita-gati

* Scheme (----uu, uuU, --u, --u, --). 'This is
84 (C.81, B.XV.110).
85 (6.82, B.XV.111). a scheme Cuu,-u-uuü-uu,

86 (C.83, B.XV.112). 87 (C.84, B.XV.113-114, 115),
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the fifteenth and the last are heavy [and the rest light] is called

Example:

O beloved one, your eyes are rolling, the large necklace

is displaced, the girdle is hanging loose, and your slow steps are

faltering ; I indeed like this your slow gait that you assume out of

overwhelning pride due to this man's love and respect [for you].

89. The metre with the] feet of eighteen syllables of which

the first five, the eleventh, the twelfth, the fourteenth, the fifteenth,

the seventeenth and the last ure heavy land the rest light] is

Example:

90.

O beloved one, you shine very much with the many be-
*jewelled ornaments worn in your limbs, various pleasant cosmetics

rich in passion-inspiring scents, hairs clean after bath and decorated
, with flowers, and varied colours of your clothes. What shall I say
more? To be brief, you appear like a painted picture.

called Prithvi by Pingala and his followors.

THE NATYASASTRA [ AVI. 88-

Vilambitagati.'

88. vighürnita-vilocan prthu-vikirna-hãra punal

pralamba-rasana calat-skhalita-pada-manda-krama l

na me priyam idam janasya bahumana-ragena yan

madena vivasã vilambita-gatih krita tvam priye i

Citra-lekha

called Citra-lekha.

nanã-ratnâdhyair bahubhir adhikam bhusanair anga-samsthab

nana gandhâdhyair madana-jananair anga-ragais ca hrdyail I

kesaih snänârdraih kusuma-racitair vastra-ragais ca tais tail

känte samksepat kim iha bahuna citra-lekhêva bhäsi v

' Scheme (u-v, uur.u-u, vu-, u-u, u-). This in

88 (C.85, B.XV.116). ' lit. Is it not dear to me ?
89 (C.16, B. XV.117), ' Schemo (--,--u, uvU,U--,u--,

U-~). This is called Kusumita-late-vellità by Pingala and his followers.
90 (C.87, B.XV.118).
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91-92. [The metre with] the feet of nineteen syllables of

which the first three, the sixth, the eighth, the twelfth, the thir

teenth, the fourteenth, the sixteenth, the seventeenth and the last
ure heavy lund the rest light] is called Sardulavikridital

Example :

93.

The enemies have beun repelled after [some of them have
been] killed with various weapons, Sataghni and Tomara and [some
have] their bellies, arms, feet and face pierced and [some havel lost
all their weapons. Your enemy-killing exploits in battle comparable
to the tiger's sports and characterised by virtues such as, patience,
energy and valour, are splendid.'

91-95. The metre with the feet of twenty syllables of
which the first four, the sixth, the seventh, the fourteenth, the
fifteenth, the sixteenth and the last are heavy Land the rest light]

Example:

96.

93 (C.90, BXV.122). 'B, gives an additional example of this

-XVI. 96]

Sardula-vikridita

nina-sastra-sataghni-tomara-hatal prabhrasta sarvayudhah

nirblinnôdara-pada-balu-vadana nirbbartsitäh satravah i
dhairyôtsaha-parakrama-prabhrtibhis tais tair vicitrz gunaih
vettam te ripu-ghati bhãti samare sardula vikriditam i

Suvadana

is called Suvadanã. I

netre filalasânte kamala-dala-nibhe bhru-capa-rucire
gandôstham pina-madhyam sama-sahita-ghanah snigdhas ca dasanäh i
karnãv amst-pralambau cibukam api natam ghona surucira

vyaktam tvam martya-loke varatanu vilitâsyêka suvadana il

91-92 (C.88-89. B.XV.119, 120, 121. ' Scheme (---, ul-ju-

u,uü-,--u,--u,-).

(B.XV.123).

94-95 (C.91-92, B.XV.124125, 128). ' Scheme (---, - U-TUU,

86 (C.08, B. XV.127).
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Your eyes are like lotus-patals, beautiful with the bow-like

eyebrows and their ends are playfully lazy; the cheeke and lips

are plump in their middle, the teeth are all equal, in a line, thickly
, set and shining, the ears are hanging down as far as the shoulders,

the chin is bent and the nose is beautiful, @ fair lady, in this
mortal world you are indeed the only fair-faced woman whose face
has been [carefully] fashioned.

97-98. [The metre with] the feet of twentyone syllables of
which the first four, the sixth, the seventh, the fourteenth, the
fifteenth, the seventeenth, the eighteenth, the twentieth and the last
are heavy [und the rest light] is called Sragdhra.!

99.

O king (lit. best among men), due to the many and various
sweet smelling vernal flowers such as, Cuta, Asoki, Aravinda,

Kuvalaya, Kimsuki and Atimukta, this earth looks today like i
woman wearing [many] garlands of flowers.

100-101. The metre with] the feet of twentytwo syllables
of which the first, the fourth, the sixth, the tunth, the twelfth, the
sixteenth, the eighteenth, and the last are heary land the rest
light]is called Madrakal.

THE NATYASASTRA [ XVI. 9%.

Sragdhara

Erample :

cutâsokâravindaih kuruvaka tilakaih karnikarah sirisaih
punnagah parijatair vakula-kuvalayaih kimsnkaih sâtinuktaih 1

etair nand-prak ruh kusuma-surabhibhir viprakinais ea tais tair
vasantaih puspa-vrndair naravar vasudha sragdharêvâdya bhati i

Kuravaka, Tilaka, Karnikãra, Sirisa, Punnaga, Parijata, Vakula,

Madraka

97-98 (C.9495, B. XV. 128-129, 130), ' Sohome (=, -U--uu,
uvuu--,u--u--). 99 (C.96, B.XV.181).

• 100-101 (C.97-98, B.XV.132-138, 134), ' Scheme (-uU,-u-vuu,-uuuu,-u-uuu,-.'
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Example :

102.

O fair Indy (lit. moon-faced one), you are dancing to-
day in accompaniment of sweet sounds of flutes and drums
the Madrakal dance with one of your hands raised up and
another bent, and your feet are restless in a hurry. And you

te making happy, clever and graceful movements in pursuance
of many and various Karanas, ind this dance is imbued with
a distinet Sentiment (rast).

103-104. The metre with the feet of twentythree syllables
of which the fifth, the seventh, the eleventh, the thirteenth,
the seventeenth, the nineteenth and the last are heavy land
the rest light] is called Avalalita. 1

(Even after] seeing this completoly assembled army consisting
of many horses, elephants, chariots ind fighters, the manifold
assaults spread by hundreds of arrows, darts, javelins, clubs and
swords, and the foot-soldiers terrified and afraid on account of the

103-104 (C.100-101, B.XV.136-137, 138).

-XVI. 105 ]

ndyatam eka-hasta-caranam dvitiya-kar-recitam suvinatam
vaunsa midanga vadya madhuram vicitra-karanânvitam bahu vidham 1.
madrakam etad adya subhagair vidagdha-gati-regitiah su-lalitair
netyasi ribhrumâkula padam vivikti-sa-bhavitam sasi-mukhi l

Asyalalita

Example :
105. vividha-turanga-naga-ratha-yaudha-

sankulam alam balan samuditon
surd-sata-sakti-kunta-parightvi

yasti-vitatam bahu-praharagam!
ripu-sata-mukta-sastra-rava-bhita-

samkita-bhatam bhayâkulam ilam
kytam abhivik ya samyuga-mukhe

samipsita-gunun travâsvalalitam l

102 (C.99, B. XV.135). ' See NS. IV.
" Scheme (VUV,U-V,

105 (C.102, B.XV.139).
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noise of released missiles, and the terror-stricken directions, you

have practised in the forefront of the battle the sportful movements

of a horse, the merit of which is very much desired [by people].

106-107. ['The metre with] the feet of twentyfour syllables

of which the first six, the eighth, the eleventh, the fourteenth the
seventeenth, the twentieth and the twentythird are light land
the rest heavy] is called Megha-mila!

Example :

The sky-covering mass of clouds of the rainy season, having
deep and piercing sounds, wearing a flight of crines as their girdle,
arrying in their womb water of deep blue colour comparable to
that of smoke and collyrium, girding the waist with the rainbow
as the belt, having their armour-plates illumined by the flash of
lighting looks indeed very beautiful.

109-110. [The metre with] the foet of twentyfive syllables

of which the first, the fourth, the fifth, the sixth, the ninth, the
tenth, and the last are heavy [and the rest light] is called

106-107 (C.103-104, B.XV.140-141, 142).

THE NATYABASTRA [хін. 106-

Megha-mãla

• 108. pavana vala-samâhata tivra gambhira-

nada balakâvali-mekhala

ksitidhara-sadrsôeca-rupa mahanila-
dhumanjanâbhâmbu-garbhôdvala 1

sura-pati-dhanur-ujjvala-baddha-kaksya
tadit-dyota-sannaha-pattojjvali-

gagana-tala-visarini pravrsenya

dream megha-mala 'dhikam sobhate i

Krauñca-padi

Karuñca-padi.'

-u--u--u--u--u--u-.
' Scheme (UUU, UüU,

108 (C.105, B.XV.143).

109-110 (C.106-107, B.XV.144-145, 148). ' Scheme (-UU, ---,

vi-uu, uvu, uuu, uúu, vuU,-.
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Example :

Let Siva (lit. the foe of the demons) who by arrows dis-
charged from his bow quickly spilled the Soma-juice, threw away
the Camasa, broke the Kalafa, felled the Yupa, dislodged the
Casala, put out the fire, destroyed the fuel, scared away the
[sacrificial] animals, spilled the Caru and put the gods and the
Fits to flight in Daksa's great sacrifice, always destroy all your
enemies like the same (sacrifice).

112-113. [The metre with] the feet of twentysix syllables
of which the first eight, the nineteenth, twentyfirst, twentyfourth
and the last are heavy land the rest light] is called Bhujanga-

Example:

which occurs in Halayadha's commentary to Pingala.

-XVI. 114 ]

:

111. yah kila daksay vidruta-somam kratuvaram

a-camasam apagata-kalasam

patita-yupam keipta-casalam vicayanam
a-samidham a-pasukam acarukam 1

kärmuka-muktenâsu cakira vyapagata-
suragana-pitr-ganam isuna

nityam asau te daitya-ganürih pradahatu
makham iva ripu-ganam akhilam N

Bhujanga-vijrmbhita

vijrmblita.

11-t. rupôpetam devaih systain samada-gaja-

vilasita-gatim niriksya tilottamãma

pridaksinyät priptam drastum bahu-vadanam
acula-nayanam siral krta-van haral

dirgham nihsvasyântar-gudham stana-vadana-
jaghana-ruciram niriksya tatha punal

prsthe nyastam devêndrena pravaramani
kanaka-valayam bhujanga-vijrmbhitam H

111 (C.108, B.XV.147) * B. gives one additional examplo (B.XV.148)

112-113 (C.109-I10, B.XV.149-150). I Scheme (------*-- U,

114 (C.111, B.XV.151).
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Seeing the beautiful Tilottan created by the gods with

the gait of an elephant in rut, "while she came to circumam-

bulate him, Siva fixed all the eyes on ber and kept his

heads and mouths motionless. And then the lord of gods

(Siva) on seeing her who was beautiful on account of her

breasts, face and the hip, sighed silently and put away on his

back the golden bangles set with the best of jewels in which snakes

were yawning.

The uneven and the semi-even metres

115. These are, O the best of Brahmins, the even metres
I mentioned [before]. Now listen about the uneven and the

semi-even metres.

116. The metres of which the feet belong to different,
metrical types and are dissimilar, are called uneven (cisan).

117-118. The metres in which the two (alternatej feet
are similar while the two [contiguous] feet are not similur, are
called semi-even (crdhut-sama). And the metre in which all
the feet are dissimilar is called uneven. The semieven metre
is to have its even and odd feet dissimilar and the first of
such groups of feet may be shorter or longer than the rest
or one of them may be longer and the other shorter than
the rest.

Even metres

119. An even metre is defined by defining one of its feet
while uneven metre requires the definition of all its feet. And
from a definition of the two feet the semi-even metre is known.
This is the division of feet [in different semi-even metres].

120. I have described the even metres with reference to
their divisions of feet. Now I shall describe the characteristies
of the uneven metres in terms of triads, (ie. yanas.

114a, (C.112, B.XV.153). ' According to B. it is spurions.

THE MATYASASTRA [XVI. 115

114b (C.113, B.XV.15 4). 115 (C.114, B.XV.155).
116 (C.115, B.XV.156).
11-118 (C.116-117, B.XV.157.158).
119 (C.118, B.XV.159), * 120 (C.119, B.XV.160)
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121. If [in Anustup, the first foot contains sa, sa, ga, ga,

and the second sa, ra, la, ga and such will be the remaining

eren and odd feet', it is called Pathya".

You respect the gods and the friends, you love the matri-

monial relations and the kinsmen, you are disposed to make

affectionate gifts and you are agreeable, O beloved one, you

are dear to me.

123. [The Anustup metre of which] the first foot contains

ma, ra, ga, ga, the second ya, sa, la, ga, the third ra, bha, la, ga

and the fourth ja, sa, la, ga [is called un all-uneven (sarva visama)

Example :

O dear one, you have no [good] conduct, no friend and
you have no good action towards the relatives and are in every
way very rough; so you are not agreeable.

37

-SVI. 184 ] METRIOAL PATTERNS

Pathys

Erample :

122. priya-daivata-mitrâsi priya-sambandhi-bandhav. /

"priya-dana-rati pathy, dayite® tram priyâst me l

Uneven Pathy

Pathya]'.

124. naivâcãro, na te mitram na sambandhi-guna-kriya* 1

sarvatha sarva-visama pathya na bhavasi priye i

121 (C.120, B.XV.162). 'C. gives the correct reading yugmav-
jakau 'even and odd' (feet).

122 (C.121, B.XV.163). ' C. daivata for sambandhi.
3 C. varo for rati.
• C. yadyapi for dayite.

123 (C.I83, B.XV.164). "(1) ----U-, --, (I) U--,wu-
u-, (IlI-u--uu, u- (IV) -=u, uu-u-.

124 (C.184, B.XV.165). ' B. priya for krivi
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Inverted Pathya

125. These are the characteristics of the first and the third

feet!. They being inverted ie. the second and the fourth being

of this description, the metre will be called the inverted Pathya.

Example:

What is the use of this anger shown to your beloved one?

[It seems that] you are foolish and have been deluded by some-

body and have been upset, [so] you are not agreeable.

127. [The metre with the feet of eight syllable of which]

the fourth, the fifth and the sixth [in the hemistictis] are short,

128.

[He] is not this girl's dearest one. This [information] to

be heard [privately] was proclaimed loudly by the female friend.
This fickle woman is indeed [to be] called an image of Naradil
(the deity of quarrel).

129. [If a metre with the feet of eight syllables has] the
seventh syllable short in its second and the fourth feet, it is

125 (C.122, B. XV.166). " A passage bofore this seems to be lost.
C. reads yugmayor of the two even (feet). B. has agujor of the two

THE NATYASASTRA [ XVI. 125-

126. krtena ramanasya kim sakhi rosena te pyartha 1

viparita na pathyâsi tvam jade kena mohita* i

Capala

is called Anustup Capali. 1

Eramples :

na khaly asyah priyatamah rotavyam vyahrtam sakhya

nãradasya pratikrtih kathyate capala biyam il

Vipula

odd (feet).
126 (C.123, B.XV.[67), • 1 We adopt B's reading. (I) u-v,

-U-,-..
127 (C.124, B.XV.168). I C. vipulà for capala.

128 (C.125, B.XV,169). 128 (C.126, B.XV.170).
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called [Anustup] Vipula. According to sone* the seventh syllable

in all the feet will be short in [such] Vipula.

Example:

130.

O dear one, you are thin [in body], your waist is slender
in the middle like a Vajra, your breasts de like golden pitchers,
your hips are large and your face is like the full moon.-

131.

You are like the Ganges at the advent of the rains, flooding
the carth, destroying the trees on the bank and flowing down
from a high mountain

132. The feet of Pathya are thus of various types; in the
remaining [types of Anustup] even and odd feet may be made up
with other triads (trika)'.

133. In this metre a triad ending in i leavy syllable (ie.
ma, la, ya, sa) or consisting of light syllables (ie, na) is never
to occur (lit. desired) after the first syllable while after the fourth
syllable a short syllable must occur (lit. is prescribed).

134. It in the feet of a Pathy there are three heavy
syllables at the end it is called [Anustup] Vaktra.

135.

O fair lady, the lips being bitten by teeth, eyes being
languid due to keeping awake, your face has become more charming,
after its exhaustion in love's enjoyment.

-EVI. 135 ]

sanksipta vajravan-madhya hema-kumbha-nibha-stani !

vipulâsi priye sronyam purna-chandra-nibhânane il

gangêva tvan meghâgame aplavita-vasundhara 1
kula-vrksãn arujati sravanti vipulâcalat] i

Erample :

danta-ksatâdharam subhru jagara-glana-netrântam |

rati-sambhoga-khinnam te daréaniya-taram vaktram i

1 Saitava-mentioned in Pingala and Agni P. See CSS. p. 38.
130 (C.127, B.XV.171).
131 (C.128, B.XV.172), ' B. C. wanat for calat.
182 (C.129, B.X V. 174). ' We follow B. 183 (C.130, B.XV.175).
184 (C.181, B.XV.178). : 185 (C.138, B.XV.177).



292

136. These are all-uneven metres of the Anustup class.

The authorities differ from one another as regards [the arrange-

ment off the triads and syllables.!

137. The metre which has its feet consisting of sixteen
Matras as parts of Gatha to he divided into four sections in terms
of triads and the part of a triad, is called Vanavasika. I

Example:

O fair lady, your gait is unsteady, limbs are agitated, and
your faltering movements due to ardent passion are charning.
Where are you going at the time of love's enjoyment? Are you i
perverse woman of Vanavasi?

139. The metre of which the first and the third feet consist
of sa, ja, sa, ga and the second and the fourth bha, ra, na, ga, is

Example :

Your lips are throbbing, the eyes which are like lotus-petals
are trembling and the cheeks are red. Tell me why has your face
robbed of its beauty by anger, become like Ketumati (fame) ?

Vanavasike is simply a variety of this. See C99. p. 21.

THE NATYASASTRA [ 8VI, 136-

Vanavasika

138. asamthita-pada suvilvalangi

mada-skhalita-cestita-manojia l

kva yasyasi varoru surata-käle

visama kim vunavasika tram I

Ketumati

called Ketumati. 1

140. sphuritâdharam cakita-netram
rakta-kapolam ambuja-dalâksam i

kim idam rusâpahrta-sobham
ketumati-samam vada mukham te l

136 (B.XV.178). * C. omits this.
137 (C.146, B.XV.179). ' Pingala calls this Matrasamaka. His

138 (C.147, B.X V.180).
189 (C.140, BXV.181). 'Schome: (& Ill) vu, u-uuu,,

140 (C.141, B.XV.182),
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141. Ino the metre called Aparavaktra the first and the
third feet consist of na, na, ra, la, ga and the second and the
fourth of na, ja, ja, ra. 1

O fair lady (lit. moon-faced one) why are your eyes full of
tears and why do you look like like the orb of the moon obscured
by the clouds and why has your face turned today like some one
else's face?

143. In Puspitâgra metre the first and the third feet
consist of na, na, lu, ya, and the second and the fourth of
na, ja, ja, ra, ga.'

Example:

O fair lady, look at the top of the blossoming forest in
which the wind is shaking the beautiful branches of trees, the
gladdened cuckoos are singing with sweet voice and the bees are
humming all around.

145. In Udgata metre the first foot consists of sa, ja, sil,

-XVI. 145] METRIOAL PATTERNS

Apaarvaktra

Erample :

142. sutanu jala-parita locanam

jalada-niruddham ivêndu-mandalam 1
kim idam apara-vaktram eva te

sadi-vadane dya mukham paran-mukham i

Puspitâgra

144. pavana-raya-vidhüta-caru-sakham
pramudita-kokila-kantha-nada-ramyam i

madhukara-parigiyam na-sabdam
varatanu pasya vanam supuspitâgram i

Udgatã

141 (C.142, B.XV.183, 184), ' Scheme: (I & IlI) UUU, uuU,

143 (C.144, B.XV.186). ' Scheme (I& 1) VUv, UUU, -v=.u--(leIVuuuu-uu-v,-u-,-
144 (C.145, B.XV.187). • 145 (C.135, B.XV.188).
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la, the second of na, sa, ja, ga, the third of bha, na, ja, la, ga and
the fourth of sa, ja, sa, ja, ga.

Example :

O fair one, the hairs which rise from the hollow of your
lotus-like navel are comparable with a swarm of bees coming out
of flowers and they exceed in beauty Cupid's blossoms.

147. The metre Lalit& has its first foot consisting of sa,
ja, sa. la the second foot of na, sa, ja, ga, the third foot of na, na,
sa, sa, and the fourth foot of sa, ja, sa, ja, ga. 1

Example:
148.

O lady, hurriedly but gracefully moving the beautiful
clothes and the delicate hands and having a blooming lotus-like
face you look charming after the fatigue of love's sports.

149. These are the syllabic metres of the even and uneven
types, to he used in dramas and poems.

150. There are besides many other syllabic metres which
have been mentioned here collectively. They are not to be used
because they do not embellish la composition].

Pingala's Lalia has the fourth foot similar to that of Udgata

THE NATYASASTRA [ XVJ. 150-

146. tava roma-rajir atibhati
sutanu madanasya manjarim I

nabhi-kanald-vivarôtpatita-
bhramarâvaliva kusumät samudgati i

Lalita

lalitâ kula-bhramita caru-vasana-kara-caru-pallava l
pravikasita kamala-kanti mukhi pravibhasi-devi surata-sramâtart

' Scheme (1) uu-u-vuu-,u, (Il) vuU, UU-,U-U,

146 (C.136, B.XV.189).

147 (C.137, B.XV.190), * Scheme (1 & II) same as in Udgatã. (III)

148 (C.133, B.XV.191).
149 (C.148, B.XV. L92). 150 (C.149 B.XV.193).
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151. The syllabic metres forbidden here after may be
used in songs. I shall describe their varieties while treating the

152. This is the definition of various syllabic metres

briefly treated by me. Next I shall give the definition of the

153. The Aryas are of five types, viz, Pathya, Vipuli,

154. I shall speak about their caesura and division of
Maträs and their varieties depending on Ganas which have been
prescribed as characteristics of these.

155. In these metres the cæsura marks the division [of
feet); the Gana consists of four Matras, the second and the fourth
(lit. the last) feet are the even ones, and the first and the third
(lit. the rest) odd ones.

156. [In an Arya] the odd Ganas consisting of four
Matras should have no ja and the even Ganas may be of any
type according to the choice [of the poet).

156 n. The eighth Gann in every Arya is to be known as

157. The sixth Gann miy be of two alternative types
and the eighth will consist of one [syllable]. The sixth Gana in the
second hemistich will consist of one Matra only?.

158. In one alternative is that the sixth Gana will be ja,
(u-u,) and in the other it will consist of four short syllable,

• XVI. 158 | METRIOAL PATTERNS

Dhruvãs.

Arya metres

Aryãs.

Capali, Mukha-capalã, and Jaghana-capala.

half a Gana 1c. two Matras).

(uuuu) and these relate to the caesura (yati).

151 (C.150, BXV.194). 152 (C.151, B.XV.195).
153 (C.152, B.XV.196). 154 (C.153, B.XV.197).
155 (C.154, BX V.198). 156 (C.155, B.XV.199, 211, 2г ga),
157 (C.156, B.XV.200, 208b-2092). ' Read 157b (with C) as Tard

•158 (C.157, B.XV.201, 209b-2108).
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159. The caesura may occur when the second la after the

fifth Gana has been completed or it may occur from the first

syllable [of the sixth Canal, or after the fifth Gana [has been

completed].'

160. The Ary metre of which the caesura occurs after the

three Ganas (lit, teet are made up of three Ganas) is called Pathy.

The Vipula Arya is different from this, only because it observes

Examples :

161.

To whom is not agreeable a woman with lovely and
lotus-like soft eyes, copious long, black and [curled] hairs, largo
and soft hip, slim arms and abdomen?

162.

A maiden is auspicious when her hip, face, breasts and
eyes are large, lips, palm and feet are rud and nose, cheeks,
forchead and ears are prominent.

163. In the Capala (Arya) the second and the fourth

THE NATYASASTRA [&V. 159.

Pathya-Arya and Vipula-Arya

no casura (yati) of any kind [within its hemistichs].

Pathya Arya

rakta-mydu-padma-netrâsita-dirgha-bahula-mrdu-[kutila]-kesil
kasya tu prthu mrdu jaghana tanu-bähvamsôdari [na] pathya l

Vipula Arya

vipula-jaghana-vadana-stana-nayanais

tamrâdharôstha-kara-caranail !

ayata-nasa-gandair lalita-

caranaih subhe kany. l

159 (C.158, B.XV.202, 210b). Read 159 as fatale aga; end nea
afa:.

160 (C.159, B.XV.203). ' Read the couplet as nig fag tie the det

161 (C.160, B.XV. 213).
• 162 (B.XV.214). 163 (B.XV.215, 204).
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Ganas in each hemistich are to consist of a ja (lit. Gana with a
heavy syllable in the middle).

Example :
164.

The woman who goes defying her husband, speaks harshly,
has erotic signs in her dress, is not very fleshy and is fond of meat,
is inconstant in every respect.

165. When the definition of a Capala applies to the first
hemistich [only] of an Arya it is called the Mukha-capala. And
when the same applies to the second hemistich [only] it is called

166.

My lady is talkative, but still her conduct [in general] is not
bild, for she is an expert in my household work, and in my misery

she feels miscrable.

O fair lady with the eyes of the best deer, and a face
like the moon or the mirror, by your hips which constitute the
best prize of love and which are charming on account of your
swelling passion, you are (marked as fuithless (lit, inconstant).

"mendation

38

•XVI. 167 ]

rudbhart-gamini paruga-bhasini kama-cihna-krta-vesa 1
Ty nâti-mamsa-yukta sura-priya sarvatas capala il

Mukha-capala and Jaghana-capali Ary

Jaghana-capala.
Eramples :

Mukha-capali Arya

arya mukhe tu capala tathâpi carya na me yatah sit tu l
dakgs gra-kytyesu tatha duhkhe bhavati duhkhârta li

Jaghana-capala Arya

107. vara-mrga-nayane capalâsi
varôru sasanka-darpana-nibhâsye I

kamasya sãrabhutena
purna-mada-caru-jaghanena ll

164 (B.XV.216). ' B. reads udbhala.
* B. reads janoli, for yà nuti. Prof. S. P. Bhattacharya suggestl this

165 (B.XV.217). 166 (13.X,V.218). 167 (B.XV.219).
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168. When the two hemistichs of a Cupala have the same

characteristies it is called the all-round Capala

169. This metre is known have thirly Matr's in its first
hemistich aud twenty-seven in the second.

170. Following these rules (lit. thus) one should compose
plays (lit. poetical composition) ntilising (lit. having) therein
different metrical patterns belonging to (lit. arising from) different
Rhythm-types, and such plays are to have the thirtysix character-

which treats of the Metrical Patterns.

169 (B.XV.205, 201; C.163b-1643,). "The five couplets after this
(B.XV.222-226) are corrupt and appear to be spurious. These will be
discussed in the Introduction.
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istic marks (lulsums).

Here ends Chapter XVI. of Baratz's Natyasästr

168 (B.XV.220 ; (.162b-1632).

170 (C.186b-189, B.XV,227).



CHAPTER SEVENTEEN

DICTION OF A PLAY

Thirtysix marks of a good play

la good | dramatic composition (lava)" are as follows : Ornateness

the term laliana, the commentators of the NS. are not at all unanimous.
Ag. mentions no loss than ten different views on the subject. Evidently
some of thes are far-fetched and off the mark. It seems that laksana
in this connexion is comparable to the same word occurring in the com-
pound word mahapurusa-laksana (characteristic marks of a superman).
According to one view this baksane differs from the alamkara (ornament)
and the guna (qualities) of a person as figures of specch (alamkara) and

excellence (guna) of a composition differ from its characteristic marks
(laksana). The composition in this connexion is evidently a dramatic
one though some of the commentators think otherwise. For a discussion
on the porition of laksanas in the history of the Alamkara literature

Oriental Rescarch, Vol. VI. pp. 70, 71,81,82. Mss. of the NS. fall
into two distinet recensions as regards the text treating the thirty-six
lakianes. One reccasion followed by older commentators, and late

the numeration of laksanas We have adopted this as the basis of
our translation. The second rocension which seems to be later, has
been followed by commentators like Kirtidhara, Abhinavagupta and
late writers like Dhana jayn and others. This greatly varies from the
other recension with which it has not more than seventeen names (of
laksanas) in common, and smong those, definitions of eight only are
similar in both the recensions.

3 Kavya in this connexion means the disya-kavya or dramatic
composition.

1-5. The thirtysix characteristic marks (lalisan) of

(Bhasan), Compactness (alisitinesmuhat), Brilliance (sinha),
Parallelism (maharana), Causation (tul, Heritation (sumaty),
Favourable Precedent (disbanta), Discovery (mapti), Fancy
(abhepra!), UnfavourablePrecedent (mikersina), Convincing
Explanation (nirukle), Persuation, (sidhi), Distinction (visest.),

1-5 (C.1-5, B. p.348-350, XVI.1-5). I About the signiticance of the

see S. K. De, Skt. Poctios, II. pp. 4-5; sce also Ramakrishna Kavi,
(B.I.pp. 348 349) and V. Raghavau's paper on Laksanas in the Journal of

writers like Visvanatha, and Singabhupila, uses Annstup verses for
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Inference from Similitude (rulya-tara, Multiplex Predication

„Tongue

"To adorn the composition with miny figures of
speech (alamliara) and Gunas as if with ornaments, for creat-

ing manifold meaning, is called Ornateness (husunn, lit.

Compactness

7. "When an wonderful sense is expressed by means of a
small number of syllables with double entendre, it is called
the mark name Compactness (alsara-samplato, lit. assemblage

'A close study of Ag's. commentary on
passages dealing with laksanas is liable to give one an impression that
the exact meaning of some of the terms at least relating to this subject,
has been to some extent lost, and various explanations have been
partly based on guess. But in the albiner of anything better we are
to depend on them though very cautiongly. Definitions of various
laksangs are mostly not at all clear without examples which have
been very liberally given by Ag. To avoid prolixity we refrain from
quoting them here. Interested persons may see them in the Baroda
ed. of the NS. (Vol. II pp. 294). For an example of bhusana. Sce
Kavi. As any old commentary to these (NS.) passages dealing with
laksanas, has not come down to us, we used in this connexion the
one prepared by M. Ramakrishna Kavi, See B. Il pp. 348f. (Referred

THE NATYASASTRA [ xVIl. 6.

Accusation of Virtue (gunalipata), Excellence (gunatisaya),

(paduccaya), Description (lista), Pointed Utterance (upadisla),
Deliberation (ricara), Inversion (vigaryaya), Slip of
(bhramsa), Mediation (annya), Series of Offers (mala), Clever
Manner (dalisinua), Censure (garhana) Presumption (arthapatt),
Celebrity (prasulha), Interrogation (precha), Identity (sarapya),
Indirect Expression of one's Desire (manoratlu), Wit (lesa),
Concealment (samlisepa)", Enumeration of Merits (gunkirtana),
Semi-uttered Expression (emote-siddhi) and Compliment (pr
yavacana = priokti).

Ornateness

6.

ornament)&

of syllables)?.

3 Emend samksobho to samkiepo. See below 38 note 1.
6 (C.6; B.p 350, XV1.6)

to as Kavi).

7 (C.7; 3op.360, XV1.7). ' See Kavi.
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Brilliance

8. "If a charming and novel meaning [arises] when a less

known object is referred to by likening it to a well-known one,

and a wonderful sense is expressed through rouble entendre? it
is called Brilliance (sobha, lit. beauty)

Parallelism

9. When by words expressing similar cireumstincest a
suggestion is eleverly made to accomplish an object, it is called

Causation

10. When brief and pleasing words by the force of their
[tactful] use achieve the desired object, it is called [an instance of]

Hesitation

11. When due to many considerations i sentence is
brought to an end without fully communicating the essential theme

12. That which supporting the case in hand' is an example
of its reason and is pleasing to all people,is a Precedent
Favourable to the speaker (drataula, lit. example). &

for

Ag's delinition in trans. is as follows. When from the occurrence (lit.
sight) of a single word good many unmentioned ones can be inferred (lit.
accomplished) it is called Sample (udaharans).

(B.XVI.14). Its meaning is not elear, Ag.'s explanation does not seem to be
convincing. Possibly there is textual corruption in this.

aksürtpha. Cf. SD. 341. Ag's text in translation is as follows: Thai a

-XVII. 18)

Parallelism (ulaharon, lit. example)".

Causation (heti)1

Lin vicw], it is [un instance of] Hesitation (samsaya, lit. doubt).'

Havourable Precedent

8 (C.8; B.p 350, XV1.8). 'C. yatra stislam visistyartha?!!
yalra slisti ricitrirtha. Sor Kavi,

9 (C.9; B.p351, XVIY). 1S. tralpürtha for tulgirtha. Of. SD.438

10 (C.10; B.p 352, XVI.10). ' Cf. SD. 439. Ag. reads this defi-
nition as followe: anat anna damnafiadan, fastenand Parmafian

11 (C 11; B.p.352, XVI.11). ' Of. SD. 440.
12 (C.12; B.p.352, XVI.12). 'O. paksapaksärtha forvastre
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Discovery

13. When on seeing some indications, the existence of

something is assumed it becomes [an instance of] Discovery
(prapti, lit. attainment)? which is included among the marks

Fancy

11. When an idea interesting to people [but] hitherto non-
existent, is conceived on the basis of sunilarity lof two objectry, it

15. When well-known instance are mentioned for rejecting
the contrary view it is [an instance of Unfavourable Precudent

Convincing Explanation

16. Words that are spoken in support of the meaning of
some faultless statement made before, constitute Convincing

learned person discovers similarity lof anything] with something per-

of speech of this name in SD. 697.

variant of vukti (B.VV1.36) which in translation is as follows: The
meaning which is made up only of many mutrally compatible objects
combining with one another, is called Comhination (yukti). (f.
SD. 501.

issile (B.XVI.28). The meaning of this def. is not clear. Ag. offers un
explanation of this, but gives an example, which it is very difficult to
fit in with the definition. Cf. SD. 471.

is is follows: Explanation (nirukta) is two kinds: factual and non-
factual. (Of these] the factral (explanation] is that which is well.
known (lit, accomplished before), and the non-factual is that which
has not been so (lit, not accomplished):

THE NATYASASTRA [ XVII. 13-

ot i (good drama.

i Lan instance off Faney (abhipraya, lit. belief) "

Unfavourable Precodent

(nulcrsana, lit example)

Explanation (virulla, lit etymology)'.

ceved hy him carr, is called Mustration (distinta). Of, the ligure

13 (C. 2; 18p.353, 102.23). ^ Cf. SI. 146, 1g. similu (B.XVI.32).
I (C. 11; B.p.363; XV1.14). 'ST). 445, Ag. reads this as i

15(0.15, 3-204 XVIIs, See SD. 464. Ag. ready this as a variant

16 (C.16; B.p.254, XVI.16). ' Cf. SD. 453. Ag's text in translation
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17. When name of great persons are mentioned with a

view to accomplish the object aimed at, it is [un instance off

Persuation (siddhi, lit. success)%.

Distinction

14. When after mentioning many well-known great objects

something is said distinguishing a thing from them, it ix [an

Accusation of Virtues

19. When virtues are mentioned with sweet words of harsh
import? which carry the contrary implication, it is [an instance of]
Accusation of Virtues (gunativata, lit. opposition of virtue)?

Excellence

20. When after enumerating the qualities available in
common men, one mentions some special qualities, it is [an

Inference from Similitude

21. When an object directly perceived is inferred from i

mataphor or simile applied in an identical sense, it is (an instance

(f. SD. 454 Ag. rende this with a slight variation.

one being hurt by harsh and provoking words utterred by a wicked person
in the presence of good people, remains without anger, it is lan instance

(gonanuvada) relates to inferior subjects compared with superior ones.

in translation is as follows: When anything compares favourably
to the best thing [to rohich it can be compared) it is lan instance of]

•XVII. 21]

Pursuation

instance of] Distinction (visesam).

instance of] Excellence (atisaua) I.

17 (C.17; B.p.354, B.XVI.17). ' C. pravaktünüm for pradhininüm.

18 (C.18; B.p.355, XVI.18). 1 Cf. SI. 452. Ag. reads this as i
variant of ksamn (B XVI.3l) which in translation is as follows: Then

of] Forgiveness (ksam).
19 (0.19; B.p.355, XVI.19) 'C. madhure nisthurartho for madhu-

9017 nisthrirthair. Cf. SD. 450. Ag. reads this as a variant of
guninda (B.XVIIBa) which in translation is as follows: Eulogy

20 (C.20; B.p.355, XV1.20). ' Cf. SD. 45l Ag's reading (B.XV.13)

Erce lence (atisnya). 21 (C.21; B.1.356, YV1.21).
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of] Inference from Similitude (tulyu-tara, lit, reasoning from the

comparables)*.

Multipler Predication

22.When a number of words are used along with a number
of other words to form different groups for the same purpoac, it

Description
23. When any onject or incident directly seen or not, is

described in harmony with locality, time or from related to it

Pointed Utterance

24. When one says something of his own on the basis
of Sastras and thereby pleases the learned, it is a Pointed Utterune

Deliberation

25. That which establishes something not direetly pereeived
and is in harmony with the meningexpressed earlier! and

' Cf. SD. 44%. Ag reads this is as a variant of the definition of

something very pointedly through suggesting one's own idea by
means of likening it to others' actions, is called Echortation (akrandia).

tion is as follows: When anything is described as possessing differ.
ent aspects by mcans of many words of simitar import, it is lan instanc
of 1 Mulliple: Predication (padnecaya) which puls together many objects.

reads this as a variant of sumipya (B.XVI,15) which is different from
XVI.35 and is as follows:

THE NATYASASTRA [ XVII. 22-

becomes [an instance of] Multiplex Predication (padloccaa)

it becomes [an instance of] Description (distr) ".

(upadista, lit. utterance).

Exhortatiou (B.XVI.19) which in translation is its folluws: To say

Cf. SD. 47%.
22 (C.22 ; B.p.356, XVI.22). ' Cf. SD. 443 Ag's reading in transla-

23 (C.23; B.p. 356, XVL.23). * BC. dista for dista Ct. SD). 418. Ag.

24 (C.24; Bp.357, XVI.24). ' Cf. SD.419; 1g. reads this is as
a variant of Argumentation (upapalli, B.XVI.35). The def.in translation

drama. Cf. SD). 48%.

25 (C.25; B.p. 357, XVI-25). 'C. parvadesa for parvisayai B.anekopidhi for anekupoha, Cf. SD. 447. Ags reading of the definition in
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includes much elimination of errors (apoha), is called Deliberation

Inversion

26. When due to seeing [something] an alteration of
Deliberation, takes place on account of a doubt, it is called

Slip of Tongue
27. Manifold deviation of proud and similar other persons

from the intended words to something else is called Slip of

Mediation
28. [Words] which please the two persons with mutually

opposed resolution and [are aimed at] accomplishing some object,
constitute Mediation (renunaya, lit imploring)".

Series of Offers
29. When for the purpose of accomplishing an object one

(lit. learned men) suggests to a person his many needs [which
may be fulfilled], it is [an instance of] Series of Offers (mala,

translation as follows: Deliberation (vicura) is the critical e'amination

Cf. SD. 456. Ag. reads this as a variant of the def of Wrong Perception

When in place of a non-cxistent object one takes for cerlain some-
thing similar lo it, it [becomes an instance of ] Wrong Perception

reads this as a variant of the def, of Witty Compliment (priyavacana)
which in trans, is as follows : That which is apparently liable lo provokc
anger but brings joy in the end and includes a blessing, is called

'Cf. SD. 458 Ag. reads this as a
variant of the dof. of Subservienee (anuvitti) which in trans, is as follows :
To follow with a purpose another person as a maller of courtesy, love

differently. Cf. SD. 494.

39

- *VII. 29 ]

(vicara).

DIOTION OF A PLAY

Inversion (uparyaya).

Tongue (bhramia, lit. lapse).

lit. garland)*.

of many things (under B.XVI.33).
26 (C.26; B.. 357, XV1.26). ' B. distopadislayol for distopayogatah

(mithyadhyavasaya B.XVI,l6) which in translation is as follows :

(mithyadhyavasiya).
27 (C.27; B.p.358, XVI.27). ' Inend distudibhir to diplidinim

Cf. diptadinam bhaned bhramso vacyud anyatarad vacah. SI. 455. Ag.

Witly Campliment (priyavacana=priokti) B.XVI.29.
28 (C.28, B.p.358, XV1.28).

or favour, is called Subservience (anuvriti) . XVI 34. Ag. reads this

28 (C.29; B.p.359, XVI.29). , Cf. SD. 159.
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Clever Manners

30. When one attends another personwith a happy and
pleased face, [sweet] speech and [agreable] movements, it [is an

Censure
31. Ifany one mentions [someone's] faults and explain

them as merits, or decries his merits and calls them faults, it

Presumption
32. When from a sweetly-worded mention of something,

some other object is to be understood, it is [an instance of]

Celebrity
33. That which is expressed with excellent words mentioning

many well-known exploits, gives rise to Celebrity (prasidilli)I.
Interrogation

• When by courteous (lit. proceding from courtesy)"

words one questions oneself or another [imaginary person] it is lan

instance of ] Interrogation (recha).

variant of the def. of Clever Request (yacha) which in translation is as
follows: Words which are apparently liable to provoke anger, but bring
joy in the end and turn favourable are called. Clever Request (yacñá)

translation is as follows: Application of some stratagem for the decep-
tion or defeat of others, is called Deceit (kapata). When two or three
(stratagems) are applied together it becomes, a Multipler Deceit

follows: When defects of an object are explained as merits or merits
are derived from the defects it is lan instance of ] Embellishment (kürys).

variant of the def. of Submission (anuniti, BoXVI.38) which in
translation is as follows: Sweet words which are uttered, to please
one after forgiving one's singular offence due to anger, is called

THE NATYASASTRA [ 8VIL. 30-

instance of] Clever Manners (dalisiny). I

becomes [an instance of] Censure (yarhanu) I.

Presumption (athayatti). I

30 (C.30; B.p.359, XVI.30). ' Cf. SD. 457. Ag. reads this as a

Sec B. XVI. 22 Cf. SD. 496.
31 (C.31; B.p. 359, XVI.31). ' Cf. SD. 461, Ag. reads this as &

variant of the def. of Deceit (kapalasamghila) (B.XVI.30) which in

(kapata-samghata) Cf. SD. 473.
32 (C.32; B.p.360, X VI.37), ' Cf. SD.460. Ag. reads as a variant of

the def. of Embellishinent (karya, B.XVI.37) which in translation is as

33 (C.38; B.p.360, XVI.33). ' Cf. SD. 463. Ag. reads this as a

submission (anuniti). See also under B.XVI. 21.
34 (C.34; Bp.361, XVI.34), ' Timend akarod (ahärod C) to cärod



• DIOTION OF A PLAY 307

Identity

35. When from seeing or hearing something [suddenly] one

is confused by its suspected identity [with another it is an instance

Indirect Expression of Desire
36. Expressing one's secret desire of the heart! by a

pretence of referring to somebody else's condition, is called Indirect
Expression of Desire (mannutlut, lit. object of the mind).

Wit
37. Words which are addressed in a [clever] manner by

expert disputants and which relate to accomplishment of similar

Concealment

38. When being faultless one declares to be taking upon
oneself various faults of another, it lis an instance of] Concealinent

identically.

variant of the def. of Wounded Self-respect (abhimina, B.XVI.8)
which in translation is as follows : When one is not pacified even when
one is consoled by means of many words and acts, it is lan instance of]
Wounded Self-respect (abhimana). Cf. SD. 493.

for hrdayasthasya Ag. reads this in substantially identical manner

patya, Cf. SD.467, Ag. reads this as a variant of the def. of Obs-

When one sets out to do something contrary to another's desire and

is opposed by clever persons. (lit, those who knor the businees) il is

called Obstruction (pratisedha).

-XVII. 38 ]

off Identity (sarupya).

objects, constitute Wit (leár). 3

(samlesepa, lit. taking away)

Of. abhyarthanaparair vakgair, SD. 462. Ag. (B. XVI.24) reads this

35 (C.35; B.p.361, XVI.35). ' Uf. SD. 164. Ag. reads this as a

36 (C.36; B.p. 362, XVI.38). ' Cf. SD. 468. C. hidayarthasya

(B.XV1.20).

37 (C.37; B.368, X V1.37). 'C. sadisarthi vinispannah for bhinis-

truction (pralisedha B.XVI.23) which in trunslation is as follows :

38 (C.38; B.p.363, XVI.38). ' Emend tu ksobha to samksepa. C. tr
dosa) Cf. SD. 465, samksepo yat tr samksepad atmanyarthe prayiyate.
Ag. reads this as a variant of the dof. of paridevanam (parividanam

of Bhoja, parivada of Saradatanaya, parivedana of Sarvesavara) SeeB.XV1,88 foot note (*). The meaning of ite def. is pot clear.
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Enumeration of Merits

39. When merits of men who excel [others] in qualities in

this workd, are ascribed to one single person it [is and instance of)

Semi-uttered Expression

40. When from the mere commencement of a subject the
rest of it is comprehended without being actually expressed in
words' it [is an instance of] Semi-uttered Expression (amulta-

Compliment

41. When words are uttered in a pleasant mood to honour
an honourable person and to express joy (for his nets) it [is an

instance of] Compliment (priyoliti, lit, pleasing utterance)%.

42. These thirtysix characteristic marks of a dramatic (lit.
portical) composition conducing to the object in view fir. writing
plays) will beautity a play (lit. composition)? and Thence
they] should be properly used according to the Sentiment? [intro
duced in it].

Four figures of speech

43. Four figures of speech available in drama are : Sinile

lamp) and Yamaka.

in translation as follows: When a proclamation of various qualitics
of a person takes place, but his faults are not given out, it is called

Cf. SD. 469. Ag. reads this as a variunt of the def. paridevana etc.
(see 38 note above).

differently, see above 27 note 1.
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Enumeration of Merits (guna-kurtana)".

siddhi, lit. unuttered nehievement)".

(zpama,) Metaphor (ripala), Condensed kixpression (lipalier, lit.

39 (0.39; B.p.363, XVI.39). ' Cf. SD.466. Ag. reads this def.

an instance of ] Enumeration of Mcrits (guna-kirtana). Sce B. XVI. 9.
40 (C.40; B.pp. 363-64, XVI.40). ' C. vijanät for vininukta.

41 (C.41; B.p.36%, XVI.41). ' Cf. SD. 470. Ag. reads this

42 (C.42; B.p,364, XVI.42).
'Co kiyesu sodaharanoni for prabandhasobhakarani, O. balinu-

чират (rasünusupam), C. for yathorasani.

43 (C.43; B.XVI,40). 'B. reads the second hemistich as kuvyasy
ete hyalamkarãs catvurah parikirtital.
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Simile

44. When in a poetical composition anything is compared
on the basis of some similarity it is [an instance of Simile (upama)
It relates to quality and form.

Number of objects compared
45-49. This comparison may be of one with one or many,

or of many with one, or of many with many. (Examples of these
are as follows): your face is like the moon (one comparedwith
one)", stars shine like the moon (many compared with one),
having an "eye like that of a hawk, a peacock and a vulture (one
compared with many) ; and elephants are like clouds .(many com-
pared with many).

Five kinds of simile
50. Simile is of five kinds, viz. [that of] praise (prasamsa),

uniqueness: (sculsre. lit. similar looking) and (that of] partial

Simile of praise
51. The king was pleased to see that large-eyed lady just

as the sages are pleased to see the success incarnate after it has
been achieved with austerity.

Simile of censure
52. The woman clung to that rough-looking person devoid

of all good qualities just as i creeper clings round & thorny'
tree which has been [partially burnt by the forest-fire.

Simile of conceit

63. The Elephants exuding ichor and moving slowly with

gracetulneas look like mobile mountains.

•XVII. 53]

[that of) censure (mimla), [that off conceit (ialpita), [that of]

likeness (himeit saursi.

44 (C.44; R.XVI.41).
15-49 (C.45-49; B.XVI.42-45),! ekasyanekarisaga should be

"mended to anckasy ekavisayü (17b).
* tulyikia (ins, na in B.) for tubyärtha (B. G.).
50 (C.50; B.XVI.46). 51 (C.51; B. XVI.47).
52 (C.52; B. XVI48). 'Read kantakinam for kanthagatam, C.
53 (C.53; B.XVI.49).



Simile of uniqueness

54. What you have done today to satisfy someone else's

desire, is comparable only to your [other] superhuman* deeds.

Simile of partial likeness

55. Here is come my lady friend whose face is like the

full moon, eyes are like the petals of a blue lotus and the gait

is like that of an elephant in rut.
56. These briefly are the varieties of similes. Those not

described here are to be gathered from [different] poetical works
and from the popular speech (lit. the people).

Condensed Expression

57. When words agreeing with different [sets of] words are
combined into one sentence by way of illuminating them together
it is [an instance of Condensed Expression (lopaka, lit. light).

Example:
58. In that region (lit. there) furlness (lit. want of emptiness)

was always effected by swans in the lakes, by flowers in the trees,
intoxicated bees in the lotuses and by friendly groups [of men and
woinen] in the parks and the gardens.

Metaphor
59. An image of slight likeness which is conceived due to

indecision [from objects) characterised by similar limbs, is called

Example :
60. The pool of water ind women, with their lotus-faces,

Kumuda-smiles, beautiful and open Nilotpal-eyes and swans
cackling around, seem to be talking to one another.

58 (C.6); B.XVI.55), 'The plain meaning is that the lakes were
full of swans, the trecs full of flowers, lotuses full of bees, and the parks
and gardens full of friendly groups of people.

def. which does not appear in all mss.

810 THE NATYASASTRA [ XVII. 84-

Metaphor (rupaka).

54 (C.54; B.XVI.50). ' Read atiminusa for ili minusa. B.
55 (C.55; B. XVI.51). 56 (C.56; B.X VI.52).
57 (C.60; B.XVI.53). ' B. gives an additional def. (XV1.54).

59 (C.58; B.XVI.56), ' (B.XVI.57) and (C.57) give & second

• 60 (C.59; B.XVI.58).
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61. Repetition of words at the beginning of the feet and
the other places constitute Yamaka (lit. twin). Listen to their
characteristics which I am going to tell [you]*.

Ten kinds of Yamaka

62-64. Yamakas are of the ten kinds: Padânta Yamaka,

65. When similar syllables oceur at the end of all the
four feet they constitute Padanta Yamaka.

Example :

At the decline of the day, the reddish (lit. copper-coloured)
orb of the sun shorn of its cluster of rays, shining like i golden
disc in the heavens, looks like a big round breast of a maiden. I.

6%. Two similar words occuring at the beginning and at the
end of each foot constitute Kanci Yamaka.

' For an old definition of Yamaka sce

division of Yamaka Sce II. 9. He scems to have known the tenfold division
of the NS., and is of opinion that his fivefold division includes at least
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Yamaka

Kanci Yamaka, Samudga Yamaka, Vikranta Yamaka, Cakravala
Yamaka,and Sandasta Yamaka, Padadi Yamaka, Amredita
Yamaka, Catur-vyavasita Yamaka and Mãla Yamnaka.

Padanta Yamaka

66. dina-ksayät samhrta-rasmi-mandalani

diviva lagnam tapaniya-mandalam I
vibhati tamram divi surya-mandalam

yatha tarunyah stan:-khära-mandalam il

Kañei Yamaka

61 (C.62; B.XV1.59).
Bhamaha, II. 17.

62-64 (C.63-65; B.XVI.60-62). ' Bhamaha mentions a fivefold

Sandasta and Samudga Yamakas, So II. 10.
85 (C.66; B.X VI.63).
66 (C.67; B.XVI.64). ' B. gives an additional def. (B.XVI,65).
67 (C.68: B.XVI.66).
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The length of hours (yama) of the moon-lit. nights, passing
swiftly in the company of young women are scarcely perceived.

Flowers having blown whether with or without bees, the fair
lady looks at them admiringly, and the park smiles [with their

69. When the same hemistich by its repetition completes

the verse it is [an instance of] Samudga Yamaka.

The very big wild elephant with its tusks as pale-white as
Ketaki flowers, looks beautiful ; and the elephant-like large forest
looks beautiful with Ketaki flowers as its pale-white tusks.

71. When two alternate feet are similar, it is [an instunee

Formerly being an elephant comparable to i two-peaked
mountain, [now] its two tusks heing broken it has become like a
mountain without any peak.

This Yamaka occurs in Bhamaha, IT. 10, and
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*Erample:

68, yamâyamas candravatinam dravatinăm
vyaktâvyakti sãra-janinam rajaninim i

phulle phulle sa-bhramare va'bhramare vã
rimarama vismayate ca smayate ca' I

beauty}.
Samudga Yamaka

Erample :

70. ketaki-kusuma-pandura-dantal

sobhate privara-kunana-hasti l
ketaki-kusuma-pindura-dantah

sobhate pravara-kinana-haste M

Vikrinta Yamaka

of] Vikränta Yamaka.

72. sa púrvam vãrano bhutva dvisranga iva parvatah I
abhavad danta-vaikalyad-viriga iva parvatih i

68 (C.69; B.X VI.67).

69 (C.70; B.X VI.68). ' Road gumi-yumis for yamam gümam (13)

and maya miyi (C).
Dandin, 11.58-54 70 (C.71; B.XVI.69).

71 (C.72; B.XV1-70). • 72 (C.73; B.XV1,71).
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73. When the word at the end of a foot is similar to the
word at the beginning of the next foot it is [an instance of]

Example :

Thus they were killed after being struck by arrows of the
enemies as well as by birds of prey flying closely behind such
missiles; the battle-field was swamped with such hirds by which
dead bodies placed on the funeral pyre were being pounced upon
with their [sharp] talons.?

75. When the two words at the beginning of a foot are
similar, it is [an instance of] Sandasta Yamaka. 1

Example :

Look at the qualities of my lover, by which he makes me
bow to him, and he charms me by those qualities with which he
comes to my view.

77. When the same word deeurs at the beginning of each

Dandio, III.51-52. But the latter's def. is different.

40

-XVII, 77 ]

Cakravala Yamaka

Cakravala Yamaka'.

71. sarais tatha satrubhir ahata hate
hat ca bhuyas tv anupunkhagaih khagail I

khagais ca sarvair yudhi sañcitas citas
citâdhiradha nihatas talais talaih. I

Sandasta Yamaka

76. padya pasya me ramanasya gunän

yena yena vasagam karoti mãm I
yena yena hi mamaiti darsanam

tena tena vasagam karoti nãm il

Pididi Yamaka

toot, it is lan instance of Padadi Yamaki.

73 (C.74; B.XVI.72. ' B. has an additional delinition (B.XVI.73) of
of Cakravala Yamaka.

74 (C.75; B.XV1.74). ' Emend sailas to sarais.
* C. reads citidhirulhe hi hati hati narish.
75 (C.76; B.XVI.75). ' This term occurs in Bhumaha, II.10, and

78 (0,77; B.X VI.78). 77. (C.77; B.XVI.77).
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Example :

Visnu creates all living beings; Visnu destroyes all creaturesi
Visnu creates (lit. gives birth to) the three worlds and Visnu is the
over-lord of [all] the worlds.

74. When the last words of a foot are reduplicated, it

Example:

(You had] deep repeatel sighs, [yon] remembered [her] as
you uttered her name frequently and thus as [you were] in cons
tant melitation [of herl your [sad] night passel without her.?

81. When all the feet consist of similar syllables it is [an

Example :
82.

This is the time of the Varana [Hower]; this is the
season when the elephants (varant) are free from disease.This
is the time (for] the enemies to come; or this is the time for

[going to] hattle.

83. When one consonant with different vowels occurs in
various words it is [an instance of] Mala Yumaka.

3 The trans. is not very literal.
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78. visnuh sjati bhutani visaul samharate prajah i
visnuh prasute trailokyam visnur lokâdhi-daivatam i

Amredita Yamaka

becomes [an instance of] Amredita Yumaka.

80. vijrmbhitam nihsvasitame muhur muhule
katham vidheya-smaraman pade pade I

yatha ca te dhyinam idam punah punah
dhruvana gata tam' rajani vina vinã il

Catur-vayavasita Yamaka

instance of] Catur-vyavasita Yamaki

varananam ayam eva kalo varananam ayam eva kalah
varananam ayam eva kilo vã rananam ayam eva kalal l

Mala Yamaka

78 (C.78; B.XVI.78). 79 (C.79; B, XV1.79).
80 (C.80; B.XVI.80). ' Emend te to tism.

.81 (C.81; B.X VI.81). 32 (C.82; B.X VI.82). 93 (C.83; B.XV1.83).
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Example :

Let the strong Balarama, the garlanded Balarama, who
holds a a spike, is sportive, altering [in gait] and is full of
Sentiment, and Bilarama who is high in strength and who
has his eyes rolling and who holds a club, protect you.

This beautiful woman who is fond of love's light and is
unashamed in it, will secretly please her lover it night with the
best embrace, till the sun will rise in the east as her enemy.

The lotus-eyed one having his eyes bathed in blood, letting
fall from his wounds awful blood and (laving his body] covered
with window-like wounds looked like the thousand-eyed god
(Indra) in person.

87. A play (lit poetical work) should be composed by
(introducing these (characteristic] marks atter considering their
objects and functions. I shall speak herealter about faults (dosa)
in such works.

Ten faulte
88. Faults in a play (lit. poetical work) may be*ot ten kinds

-XVII. 88 ] $15

84. hali bali hali mali suli kheli lali jali l
balo balocca-lolâkso musali tv abhiraksatu li

85. asau hi rama rati-vigraha-priya
rahal-pragalbha ramanam raho-gatum

ratena ratrau ramayet parena va
no ced udesyaty arunah puro ripubl

86. sa puskarikana kgatajokitäkaal
karat ksatebhyah katajam durikgam

ksatair gaväksair iva samvitangab
saksat saharraksa ivavabhati l

such as, Ciremmlocution (udhartha), Superfluous Expression
(arthantara), Want of Significance (arthutin), Defective Signi-
ticance (bhinmartha), Tautology (eliartha), Want of Synthesis

84 (C.84: B.XV1.84).
88 (C.86; B.XVI.86).
88 (C.88; B.XV1.88).

85 (C.85; B.XVI.85).
87 (C.87; B.XVI.87).
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Circumlocution
89. Mentioning [anything] by means of a [manufactured]

synonym, is to cause Circumlocution (udharila, lit. hidden
meaning)*

Superfluous Expression
When anything not to be mentioned is described it is [a

Want of Significance
90. An expression which is irrelevant or which remains

Defective Significanee
Defective Significance (blmnarthu, lit. broken mening)

includes an expression which is not refined, or is worthy of a rustic.

91. When the intended sense is changed into another sense
it is also called Defective Significance.

Tautology

many] words for a single purpose?.

' For a discussion of the faults in NS. see S. K. De, Skt. Poetica,

lates this term as "use of difficult expressions" (loc cit).
* An example of such an expression is famita 497a 55 79 747:

"The beautiful lady's look injects (lit. spreads) indeed love as well as anxiety
and insensibility. Here "anxiety and insensibility" are superfluous, for
love includes these two states of the mind (Ag.).

heroine can be samara-catura (expert in love) as well, is incoherent. (Ag.).

vasiot and thereby its meaning may remain incomplete or undreided withont
& reference to the context.
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(oblazulutartha, Logical Defect (naaapeta), Metrical Defect
visama), Hiatus (visandhi) and Slang (subdaciuta).

case of] Superfluous Expression (rethantara).

inconplete& is lan instance of Want of Significance (withalind)".

02. Tautology (arha), means indiscriminating) use of

11, pp. 19.
89 (C.89; B.XVI.89). ' Au example of such a synonym is Ekidhika-

nava-vinina for Dásaratha, Uf. Bhamaha (1.37.) soms to be using

sudharab labhidhana in au identical sense. Sen 1.45-46. S. K. Dc trans-

90 (C.90; B.XVI90). 'An example of such an expression is
me ma that man a mina cani. To say that a mugdle

"The example of sudden is
* For mahutma bhigyavasist may be construed as malütmà abhagri-

91 (C.91; B.XVI.91).

• 92 (C.92; B.XVI.92). ' An cxample of Tautology (ekärlha) is

kundendu-hara-hara-hasa-sitam. White like a Kundu flower, the noc
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Want of Synthesis

[When a sentence is] completed within [each] foot (of a verse]

Logical Defect

93. Anything devoid of reasoning is an example of Logical

Metrical Defect
Lapse in the metrical structure is called Metrical Defect

94. When words [which should combine in Sandhi] are kept

Slang

When a sound or accent is dropped it is an instance of slang

95. These are the taults of a poetical work properly des-
cribed by me. Gunas (merit) are their negation and are characterised
by sweetness and depth of meaning.

The ten Gunas
96. The ten Gunas are : Synthesis (sles, lit, union), Pers-

and the laughter of Siva. Any one simile would have been enough.
Each simile here gerves the same purpose and hence Tautology has

all the four feet contain four complete sentences which are not connected
with one another by sense.

' Such dropping occurred probably due to
the Prakritic habit in sprech.

•EVII. 96]

it [is an instance of] Want of Synthesis (abhiplutartha)?.

Defect (nyayad-apeta)"

(visama, lit. unevenness).
Hiatus

separate it is fan instance ofj Hiatus (eisandhi).

(saldacyule, lit. lapse in a word)'.
Gunas

picnity (pravale), Smoothness (smuta), Concentration (nemaulli),

occurred (Ag.). See Bhamsha, 1V. 12.
" Read samopyate (ms. na. in B.) for samasyate. An example of

93 (C.93; B.XVI93). 'пусуш-apetam = desakila-viruddham etc.
(Ag.) 'defying the limitation of plues aud time. Bhamala's désa-hila-
kale-lokanyiyaganü-urodhit (1V.28ff) «eems to be included in this.

91 (C.94; 13.N V1.94).

95 (C.95; B.XVI.95)."Vaan holds the opposite view (guya-
viparyayatmino dosch lI. l.l.) nd according to him Ginas are positive
entities (kara-sobhiyal kartiro dharmù gunal, Ill, 1. 1).

96 (C.96; B.XVI.96). * Bhamaha, WIl. 1. 4a, and Dandia, 1.41-94,
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marya, lit. delicacy), Directness of Expression Cartha-vyakti, lit.

expression of meuning), Exaltedness lit. deep) and

Synthesis
97. Union of words connected through meanings intended

98. Where the unexpressed word or sense is comprehended
through i use of easily understood words and sense, it is [an

Smoothness

99. When a composition does not contain too many un-
compounded words, redundant expressions and words difficult to
understand it is lan instance of Smoothness (ramuta)'.

Concentration

100. Possessinz some special sense which the men of genius
can find out in a composition (lit. here) is called Concentration

have ten Gunas and name them similarly But their descriptiong are

BC. give another description (C.98, B.XVI.98) of this Guna, which in
translation is as follows: 1 [composition] which is, imbued with deep logic
but from its nature is [very) plain and is very well-knit-together is

(B.XVI.101) and C. (100) gives an additional description of this Gruna
which in translation is as follows: When alamkiras and gunas match
and illuminate one another it is called lan instance of) Smoothness

1. 93-94. B.(XVI.103) and C (101) gives an additional description of
samachi, which in translation is as follows: Careful condensation of
meanings suggested by and derived from similes, is called Concentration
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Sweetness (madhurya), Grandeur (ojas), Agreeableness (sautiv

(audara,

Lovelines (anti).

is called Synthesis (sles)?.
Perspicuity

instance of Perspicinty (prasa la)".

(samalhi)"

different. Uf. De, Skit. P'octics, II. pp.15ff. Nobel, F'oundations, pp. 104ff.

97 (C.97; B.XVI.97). 1 Of. Vamana, III. I. 11; Dandin I. 43-44.

called Compact (slista).
98 (C.99; B.XVI.99). • Cf. Vamana III. 1. 8; Dandin I.45.
99 (C 100; B.XVI. 100). * Ct. Vamana III. 1.12; Dandin 1-47-50.

(samats).
100 (C.p.212 f.n. 1. B.XVL.102). ' Cf. Vamana, III. L19; Dandin

(samadhi)



DIOTION OF A PLAY 319

101. When a sentence heard or uttered many times does
not tire or disgust [anyone], it [is an instance of] Sweetness

Grandeur

102. When a composition consists of a use nt many and
varied compound words exalted [in sense] und agreable [in sound],

103. When a composition consists of words casy to pronounce,

euphonically combined, and giving agreeable impression leven when
treating some unpleasant topic, it is (an instance of) Agreeableness

Directness of Expression

104. It any subject (lit. action) relating to the [common]
ovents occurring in the world gets expressed by means of well-
known predicates, it becomes [an instanoe of] Direct Expression

105. When in a composition superhuman characters are

51-53.

1.80-85. B. (XVI.106) and C. (103) gives & second definition of this
Guma which in translation is is follows: If a [composition otherwise]
censured and deficient in quality reflects an exalled sense through
its words and is rich in sound and sense it becomes lan instance of ]

of this Guns, which in translation is as follows: When the meaning
of a composition can be grasped by the penetrating mind just after
its recital (bil. use) il is lan instance of ] Direchness of Expression

-AVIl. 105]

Swectness

(malhurya).

it is [an instance of] Grandeur (oj«s) 2.

Agrecableness

(sahamarya)

(artha-vyalti).
Exaltedness

101 (C.102; BXVI.104). ' Cf. Vamana III. 1. 11-21; Dandin I.

102 (C.p.212, f. n. 2; B.XVI.105). ' Cf. Vimana III.15; Dandin

Grandeur (ojah). Hemacandra utilised this definition (Ch. IV.)
103 (C.104; B.XVI.107). 'CE. Vimana III. 1. 22; Dandin calls

this sukumärats.
104 (C.p.212, f. n. 3; B.XVI.108). : C. suprasiddhadhitznü for

suprasiddhabhidhana, (B.XVI.109) and C.(105), gives a second definition

(arthavyakti). 105 (C.p.212, f. n. 1; B.XV1.101).
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described in relation to the Erotic and the Marvellous Sentiments

and the various States, it is (an instance of) Exaltedness (Watta)'.

106. That which [in a composition) while describing the

sportive movement of [a character] delights the ear and the mind

just as the moon (picases us], is (an instance of] Loveliness (anti)?.
Alamkãras, and Guys according to Sentiments

107. These are the figures of speech, faults and Gunas
[available in a poetical composition]; I shall now describe their

application in connexion with different Sentiments.

Sounds and Figures of Speech according to Sentiments
108. The poetical composition in connexion with the Heroic,

the Furious and the Marvellous Sentiments should consist mostly
of light syllables and should include similes and metaphors.

109-110. In the Odious and the Pathetic Sentiments it (the
composition) should be similar except that it should consist mostly
of heavy syllables.

Metres according to Sentiments: in the Heroic and
the Furious Sentiments

Whenever any net of boldness is described (lit. oceurs) in
connexion with the Heroie and the Furious Sentiments, it (the com-

position) should be in the Arya metre and should have metaphor

and Condensed Expression in it.

In the Erotic Sentiment
In the Erotic Sentiment the composition should be in gentle

C(106) give along with this & defuition of the Guns named udära.
In translation it is as follows: When the composition includes wilty
and graceful words having many specinl senses which are marvellous,

I. 85-88. C (107), gives an additional definition of this Guns, which in
translation is as follows; When a composition gives delight to the ears

as well as to the mind on account of its well-pul-together words, it is lan
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metics.

' Cf. Vamana, III, 1. 23; Daudin, I, 76-78. B.(XVI. III.) and

it is [an instance of ] Exaltedness (ndätta).
106 (C.p.212 f. n, 5; B.XVI.112). ' Cf. Vamana, III. 1. 23; Dandin,

instance of ] Loveliness (känti).
107 (C.108; B.X VI.113). 108 (C.109; B.XVI.114).
109-110 (C.110-111; B.X VI.115-116).
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In the Heroie Sentiment

111-112. In the Heroic Sentiment the poetical composition

should have gradation [of sounds] and it should be in metres of the

Jagatl, Atijagati and Samkyti types. In the description of battles
and tumults Utkrti has been prescribed by the experts.

In the Pathetic Sentiment.

Sakkari and Atidhrti would be the proper metres in the

Pathetic Sentiment..
In the Heroic and the Furious Sentiments

113. The metres prescribed for the Horoic Sentiment may
be applied in the Furjous Sentiment as well; and as for metres in
the rest of the cases i. e. those not mentioned) they should be
made suitable to the meaning intended.

Vowel-length in different Sentiments and States
114. In connexion with the drama the poets should use!

short, long and prolated (pluta) vowels for representing different

Sentinents and States.
115. In the intonation [in Recitation] a vowel consisting of

one Matra is short, of two Matras is long and of three Matras is

Uses of the prolated vowel
116. In remembering anything, in [expressing] indigna-

tion', in lamenting or in the reading of Brahming the prolated

117. [Syllables concerned in these connexions] will be 'a'
for remembering, 'ũ' for indignation, 'ha' for lamentation and 'om'
for the reading of Brahmins.

-&VII, 117]

prolated (pluta).

(pluta) vowels occur.

111-112 (C.118-113; B.XVI.117-118).
113 (C.114; B.XVI.119).
114 (C.115; B.XVI.122). "C. kavyam vijieyam• for karyam

kavibhir.
115 (C.116; B.XVI 123).
116 (C.117; B.XVI.124). 'O. smite castrayule for smile casuyite.
117 (C.118; B.XVI.125).

11



118. Besides these, other syllables in a play (lit. poetical

composition) should also be made short, long or prolated (pluta)

according to the Sentiments and States [they are to express].

119. The uneven and uneven metres which have been

described before should also be used in composition with agreeable

and soft sounds according to the meaning [intended].

120. The playwright should make efforts to use in his

composition sweet and agreeable words which can be recited by

women. For, furnished with these (ie. such words) a play will

appear very much beautiful just as lotus-lake [will appear] adorned

with swans.

121. With harsh words such as celeridita", delicate dramatic

art does not appear beautiful just as a publie woman does not

appear well by the side of Brahmins who are clad in Ruru-skin,
and are annointed with ghee and who carry the skin of black
antelopes and have the Aksa-mala [in their hands.

122. A play abounding in agreeable sounds and senses,
containing no obscure and difficult words, intelligible to country-
people" having a good construction, fit to be interpreted with
(lit. fit for) dances, developing Sentiments by many [characters]"
and having suitable Junctures (sandhi) and their [proper] unions,
becomes fit for presentation to the spectators.

which treats of the Characteristics of a good play in connexion

with the Verbal Representation.
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Here ends chapter XVII of Bharata's Natyasastra

118 (C,119; B.XVI.126).

119 (C.120; B.XVI.120). ' B. reads 12Ua as yac chandah purvam

evoklam visamürdhasame samam. B. sabdais tal kuryam in rasünugam
for karyas te' rthavasünugäh.

120 (C.121; B:XVI.121). ' The word cekridayalöm occurs in the
Avi (WI.18) ascribed to Bhasa. (Sce A.D, Pusalker, Bhãsa, Lahorc,
1940, p.131).

121 (C.122, B.XVI.127).

122 (C.123; B.XVI.128). ' C. budhajanasukhayogyam juakliman.

' B. bahukrtarasamargam for bahurasakriamärgame, C.



CHAPTER EIGHTEEN

RULES ON THE USE OF LANGUAGES

The Prakritic Recitation

1. "Thus I have spoken in brief of the Sanskritic Recitation.

Now I shall speak of the characteristics of the Prakritic Recitation.

2. The former (lit. this) [when] changed and devoid of the

Three kinde of the Pkt. Recitation

3. In connexion with the dramatic representation, it (the
Pkt. Recitation) is of three? kinds, viz, that with the same words

and that with words of indigenous origin (des).
4. A sentence contaning words like kamala, amala, renie,

taranga, lola, salila and the like are used in the Prakrit composi-
tion [in the saine manner] as in Sanskrit. I

5. "Sounds which change their combined form or vowels
or sustain loss and that often in the middle of a word? are

1 (C.1, B.XVI.1). 1 For an English translation (with the text and

JDL. Vol. XXV. (1933). For a French translation (together with the
romanised tort) of this chapter see L. Nitti-Dolei, Les Grammairiens

Prakrite, 1938, pp. 6416.

' B. reads one additional couplot after 5.

i chief e olich in call to fric tition, and it has as

[as in Sanskrit] (samanceabda), that with corrupt (vibhrast) words

corrupt (vibhrasta).g

notes) of XVII. 1-24, see M. Ghosk, "Date of the Bharata Natya‹astra",

" samasatah (C. dvijotiamah).
8 (0,2; B.XVII.2). ' Cf. Nitti-Dolei, p.70.

8 (C.3; B.XVII.3). ' Later Prakrit Grammarians called the above

three classes of words latsama, tadbhava and dési respoctively.

4 (C.4; B.XVII.4b-ba). ' B. reads one additional hemistich (4a)

before this. Cf. Nitti-Dolei, p.20.

5 (C.5; B.XVII. 5b-6а), ' Cf. Nitti-Dolci, p.70.

"C; vanty apadadar prayas, B. for gacchanti padanyastà, C.
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Towels and simple consonants

8. Sounds following e and o fie. ai and ar) and the Anu-

svãra [in the alphabet] do not occur in Prakrit. And such is the

case with sounds between va and sa (ie. sa and sn) and the final

sounds in the la, ca and ta groups (ie, in, ña, na)."

7. Ko, go, ta, da, ya, and va are dropped [in Prakrit) and

the meaning is carried by the [remaining] vowels, and kha, gic,

tha, dha and bha become ha without giving up the meaning of

the word.

8. In Prakrit ra does neither precede nor follow [a conso-

nantal sound] except in cases of bhadra, vora, lada, candia

and the like.

9. Kha, gha, tha, dha and bla always become ha in words

ka, ga, ta, da, ya? and va, the vowels following them always
represents them.

I0. Sa it should be known, always become cha in words
such as satpada.! The final syllable of kila should be a and the
the word khalu should become khu.

6 (C. 6-8; B.XVII.7). ' This together with three following couplets
are written not in Skt. but in Prakrit. Hence they seem very much
to be an interpolation. The first of these occurs as a quotation (with-
out the author's name) in a late metrical work edited by M.H.D.
Velankar (Annals of the Bhandarkar Inst. XIV. 1932-33, pp. 1-38,

9 (C.6-8; B.XVI.10). ' Evidently hard aspirates in case of other

words did not change. Ag's example of such words are kheta, parigha,

atha. This speaks of the high antiquity of the Pkt. of the NS.

a The non-aspirate consonants mentioned here are to be understood

as devoid of the inherent vowel 'a'.
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such as mucha, megha, lathà and vadhu prablita.! And as for

citation, Nitti-Dolei, p.71).

7 (C.6-8; BXVII.8).

8 (C.68; B. XVI.9). ' Nitti-Dolci and B. reads padra for draha.

See chaya and Ag. and aleo PSM. for the Pkt. words.Cf. Nitti-Dolei, p.71.

& The word saro (=soarah) hero means "Towel" and not "sound".

Cf. Nitti-Dolei p.71.

10 (C.9; B.XVI.I1). ' Ag, is silent about this satpadadi gand.
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11. T'a becomes da in words such as bhata, kuli and tala,

12. In words such as itara and the like ta standing not in

the beginning of a word becomes an indistinctly pronounced
da. I Da in words such as vadava and tadaga becomes la.

13. Tha in words such as satha, patha, pithi and the like
become dha, and na becomes na everywhere in pronunciation. I

14. Pa (in it| changing into va, apana becomes avana. And
except in case of words like latha and tatha tha becomes dha.

15. One is to know paruse as pharusa, for pa becomes pha

[in it, and mega will be changed to man while mita will also

16. An employed in words like ausdhe ete. will change to

0, and ca in words such as pracoya, acira and acala etc. will

change into yo.I

17. Thus [change] the sounds in Prakrit when they are
not mutually connected (i.e. they are simple). Now I shall describe

the change of conjunct sounds.
Conjunet consonants

(i.c. in conbination with ra) changes into tha.

as will as miga had its spirantised da redueed to ya-sruti which how-
ever was not shown in writting during the early days of this phonetic

at once lead to its graphic climination..

and sa and sa always become sa, e.g. visa (visa) and samka (sanka).

be mas.'

18. Sca, psa, tsa and thya change into (a)cha, Uhya, hya
and dhya into (i)jha, stre into thr, sta into tha, sma into mha,
legma and sna into nia, and lisa into (li)liha.

11 ((.10; B.VII.12).

12 (C.11; B.XVI.13). " This indistinetly pronouneed da is perhaps

a spirantised do. Ag. thinks that it is somewhat like a la. 9et yea

13 (C.12; B.XVII.14 f.n.). ' B. reads the first hemistich as follows :
magumf and C. too differently. Dha in vardhana

14 (C.12b-13a, B.XVI. 15).
15 (C.13b 14a B.XVII.16). ' The word maa (maya) from mila

change (Ger IHQ. VII. 1983, suppl. p. 14-15).
16 (C.146-153; BXVII.17). ^ This pa-srubifor ca did not probably

17 (C.15b-16a; B.X VII.18). • 18 (C.16b-18a; B.XVII.19.)
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22. There is metathesis in the group hima occurring in
words such as brahman etc., and in braspati (the group spa]

23. Ka and similar other letters (sound) while on the top
of another letter (sound) will have to be disjointed in their
pronunciation"

24. Thus are to be learnt the pronunciation of Prakrit and

Sanskrit. I shall discuss hereafter the classification of regional

25. The [languages] to be used in drama are of four types

in which Recitation should be either of the refined (samslirta) or

Four types of languages

26. The Super-human Language (ntibhasa), the Noble

languages occurring in plays.

between 10a and 19b.

may be examples of this.
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19. Ascarya will be acchariya and niscaya nicchaya,

utsale ucchaha and pathya, paccha ?

20. l'ubhyam becomes tujham, mahyam majjham, vindlya

vinjha, dasta datha and hasta hattha.

21. Grisma becomes gimha, stalisa sanha, una unha;

jalisa jalkha, paryania pallamia.

becomes pla, yaina becomes janna, bisma bhima.

languages (dest-basa).

of the vulgar (pralerta) kind.

Language (arya bhasa) the Common Language (iati-bhaga) and
the Language of Other Animals (vonyantari bhasa) ^ are the [four]

19 (C.18b-19a; B.XVII.20a-21a). ' B. reads one additional hemistich

20 (C.19b-20a; B.XVIl.21b-22a).
21 (C.20b-21a; B.XVII.22b-23a), ' C. reads ersnah kanhah.
22 (C.21b-22a; B.X V11.83b-21a).

23 (C.22b-23a; B.XVL&4b-25a). T This probably relates to suara

bhaliti (anaptyxis). Kilesa (klesa), radana (ratna) and duvara (duara)

24 (C.23b-24a; B.XVIJ.25b-26a), ' Cf. Nitti-Dolci. p.78.

25 (C.242-258; B.XVII.26b-27 a).

26 (C.25b-26a; B.XVII,27b-284). ' Some commentators think that

üryabhas means a language in which Vedic words preponderate (Ag.).

o.C. roads jatyantari and yonyantari.
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The Superhuman and the Noble Languages

27. The Super-human Language is for the gods, and the

Noble language for the kings?. These have the quality of refine-

ment* (samskara) and are current over the seven great divisions?

The Common Language

28. The Common Language prescribed for use [on the

stage] has various forms.. It contains [many] words of Barbarian

The Animal Language

29. The Language of Other Animals have their origin in

animals domestic or wild and in birds of various species, and it

Two kinds of Reeitatien

30. The Recitation in the Common language which relates

to the lour castes, is of two kinds, viz, vulgar (pralita) and refined

are possibly the dialects of the pure Indo-Aryan speech. It.should be noted

that"samskrta" (Sanskrit) as the nam? of a language is absent here.

" The common speech or the speech of the commoners is distinguished

here from that of the priests and the nobility by describing it as con-

taining words of Barbarian (mleccha) origin. These words seem to have

been none other than vocables of the Dravidian and Austric languages. They

entered Indo-Aryan pretty early in ita history. See S. K. Chatterji, Origin

and Development of the Bengali Language, Calcutta, 1926 pp. 42,178.

extant drama gives us any specimen of the conventional language of

lower animals, which is to be used in the stage.

-&VIII. 80 ]

(duipa) of the world.

(mleccha) origin and is spoken in Bharata-varsa [only]".

follows the Conventional Parctice (nalya-ilharmi).

(samserta).

27 (C.26b-27a; B.XVII.28b-292). ' The alibhas and aryabhasi

Bhoja takes ali-, irya- and jili bhusas respectively as trauta (Vedic), torsa
(Puranic) and laukika (literary) speechee. See Sr. Pr. pp,191f.

¿ Read samskaraguna for samskära-püthya (the ms. Dha in B.).
• Read saptadvipa-pratisthila for samyainyuva pratisthila (the ms.

bha in B).
28 (C.26b-27a; B.XVII.29b-30s). ' Read vividha-jatibhasa; vividha

(co, do in B.) for dvividha.

29 (C.27b-29a; B.XVII.30b-3la). I Neither the NS. nor any

80 (C.28b-29a; B.XVIL.81b-32a.).
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31. In case of the self-controlled (dhira) Heroes of the

and the calm (praéanta) types, the Recitation should be in Sanskrit.

Occasion for Pkt. Recitation

32. Heroes of all these classes are to use Prakrit when the

occasion demands that."

33. "In case of even a superior preson intoxicated with the

kingship (or wealth) or overwhelmed with poverty no Sanaskrit

should be used.?

34. To persons in disguise?, Jain monks®, ascetics®, religious

mendicants® and jugglars should be assigned the Prakrit Recitation.

'We follow C. text.

¿ No extant drama secms to furnish any illustration of this rule.

B, reads one additional hemistich before this.

disguise of different kinds of professional and religious mendicants stc..
Sce Kautilya's Arthasastra. An example of this is Indra in tho guise

this expression as an adjcetive of stamananam ete.. Bist it need not be
construed like this. This part of the rule seems to relate to Skt.
speaking characters assuming disguise. Viradhagupta (Mudra II.) assuming

a Sramana (Pkt. samana). Tho word is to be taken to mean here

Buddhists. See below 36.

s tapasvin.- It appears that the author of the NS. meant by this

term ascetics in general. Though we find Brahmin ascetics in ancient

literature, the institution of asceticism was most probably of non-Aryan

origin. This seems to be justification of assiguing Prakritic Recitation to

all the ascetica irrespective of their sectarian afiliation.

"bhikou, religious mendicant in general. It should not be res.

tricted to Buddhists alone. The altornative name of the Brahma-sutra
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vehement (wldhatre), the light-hearted (latita), the exalted (mulatta),

31 (C. 29b-30a; B.XVII.32b-33a).

32 (C.30b-31a; B.XVI.33b-34a). ' As Arjuna disguised as Brhannala.

33 (C.31b-32a; B.XVII.34b-35a),

34 (C.32b-33a; B.XVII.36), ' oynjalingapravistinom-persons in

of a Brahmin speaking Pkt. in Karna, ascribed tu Bhasa. Nitti-Dolei takes

the fis of arikolade, a or in le of rue chart aser fond to
Bhuse.

a Jain monk. Cf. Jadi vattham avanemi samanao homi, Avi. (V.) ascribed

to Bhãsa; 8ramana was somctimes used also in connexion with the

is the Bhikgu-sutra.
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35. "Similarly Prakrit should be assigned to children,

persons possessed of spirits of lower order, women in feminine

character" persons of low birth, lunatics and phallus-worshippers®.

Exception to the rule for Pkt. Recitation

36. But to itinerent recluses?, sages?, Buddhists®, pure
Srotriyas® and others who have received instruction [in the Vedas]

and wear costumes suitable to their position (lingastha) should

be assigned Sanskritic Recitation.

as follows: Similarly Pkt. should be assigned to Saira trachers, hunatics,

children, persons possessed of spirits of lower order, zomen, persons

* In a queen's role a woman may sometimes speak Skt. Sec 38-39

& salinga. - This possibly means the niember of a seet which like the
Lingãyets wears a phallus suspended from their neck.

trama. A recluse belonging to the Vedic community.
a muni.-This word, probably of non-indo-Aryan origin meant in

all likelihood "wise man." See NS, 1. 23 note 1. In the ancient world,
wisdom was usually associated with religious and spiritual clevation. This
might have been the reason why the word was applied to persons like

sakya.-& follower of the Buddha. There is nothing very astonish-
ing in Skt. being assigned to Buddhist monks. Buddhist teachers like

Sanskritists, and the Mahayina literature was written in Sanskrit of

corrupt as well as of pure variety. This might lave been the general

linguistic condition before the schisin arose among the Buddhists. In

as well (foc. cit). This dramana was possibly a Buddhist ; see 34 f.ir.

learned Brahman. The adjective "pure" (coksa) used with srotriya is
possibly to separate him from an apostate who might have entered Jain
or any other heterodos fold and was at liberty to use Pkt.

35 (C.33b-34a; B,XVII.37 f.n. 9). ' Bi's reading in translation is

of low birth and hermaphrodites (B.XVII.37).

below. The parivrojike in the Malavi. speaks Skt.

36 (C.34b-352; B.XVII.38)." parivrija person of the fourth

Vasistha and Narada.

Aivaghosa, Nagarjuna, Aryadeva, Vasubandhu were almost all great

ASvaghosa's Sariputra-parakarana Buddha and his disciples speak
Sanskrit (Keith, Skt. Drama p.82). Asvaghosa assigus Slat. to a ramana,

"coksesu (caikses, C.) srotriyesu for the pure srotriya or a

• sistah lingasthah-religious mendicants who have received
instruction (in Vedag).

18
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37. Sanskrit Recitation is to be assigned to queens, cour-

tezans', female artistes to suit special times and situations in which

they may speak.

38-39. As matters relating to peace and war, the auspicious

and inauspicious movements of planets and stars and cries of birds

concern the well-being or distress of the king these are to be known

by the queen, and for this reason she is to be assigned Sanskritic

Recitation in connexion with these (lit. in that time)?.

40. For the pleasure of all kinds of people, and in con-
nexion with the practice of arts, the courtezans are to be assigned
Sanskritic Recitation which can be easily managed.

41. For learning the practice of arts and for amusing the

king the female artiste has been prescribed to use Sanskrit in

dramatic works

4%. The pure speech of the Apsarasas' is that which has
been sanctioned by the tradition (i.e. Sanskrit), becuse of their asso-
ciation with the gods; the popular usage conforms to this [rule]

43. One may however at one's pleasure assign Prakritic Reci-
tation to Apsarasas (while they move] on the earth. [But to the
Apsarasas in the role of] wife of a mortal also [the same] should
be assigned when an occasion (lit. reasons and nced) will occur!.

At. In the production of a play their (native] langunge
should not be assigned to tribes such as, Barbaras, Kirätas,

illustrated by any extant drama.

B.XVIT.43), * There is possibly no example of

this in any extant drama.

Skt. is available. All the Apsarasas in Vikram, speak Pkt.

manusanam. Urvasi is an example of an Apsaras who became the wife
of a mortal. (Vikram).
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Andhras and DramidasI.

37 (C.85-368; B.XVII.39). ' An example of this is Unsantasen
speaking 8kt. (Mrech. IV.).

38-39 (C.366-38a; B.XVII.40-41). • This rule cannot possibly bo
40 (C.38b-392; B.XVII.42).

41 (C.39b-40a;

42 (C.40b-41a; B.XVII.44). ' No play with an Apsaras speaking

43 (C.41b-42a; B.XVII.45). ' Read manusinüm (ca in B) for

# (0.48b-48a; B.XVII.46), ' See NS. XXIII. 99 notes.
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4D. To pure tribes of these names, should be assigned

dialects current in Saurasena,
46. The producer of plays may however at their option use

local dialects; for plays may be written in different regions [for
local production].

Seven major dialects
47. The Seven [major] dialacts (bhasa) are as follows :

48. In the dramatic composition there are, besides, many
less important dialects (vibhasa) I such as the speeches of the Sakara,

speech of the foresters.
Uses of major dialects

49. [Of these] Magadhi is assigned to guards (lit. inmates)
of the royal harem", and Ardhamägadhi to menials, princes and
leaders' of merchants'guilds".

magadhi are well-known. But any old and authentic description of

According to Prthvidhara & very late authority, Micch. contains the

specimens of Avanti and Pracya only. It is to be notod that the present list

Grammatik, $$3-5. No old and authentic specimen of the vibhasas has

reached us. According to Pithvidhara the Mrech, contains Sakari and

Candali besides Dhakki which last the NS. does not know.
* It is curious that after forbidding the use of languages like

Dramida (Dramila) in 11 above, the author is including it among the

dialects that can be allowed in dramatic works. One possible explanation

of this anomaly may be that here we meet with a late interpolation, and

passages from 48-61 belong to a later stratum of the text.

See 55 note 1.

' Accordios to Pisohel this passage assigns AMB: to servants,

Magadhi, Avanti [Avantijal, Pracya,Sauraseni(Suraseni),
Ardhamagadhi, Bahlike, Daksinatya*.

Abhiras, Candalas, Sabaras, Dramidas?, Oras® and the lowly

45 (C.43b-448; B.X V11.47). 46 (C.44b-45a; B.XVII.48).

47 (C.45b-46a; B.XVII.49). ' Magadhi, Sauraseni and Ardha-

Avanti, Pracya, Bahlika and Daksinatya Plt. seems to be non-existent.

does not include Mahärästri.. See M. Ghosh. "Mahãrastri & late phase of
Sauraseni", JDL.

48 ((-46b-47a; B.XVII.50). ' By the word vibhasa Prthvidhara
understands vididha bhasa hinaputra-prayojyatoäd hinih. See lischel,

' Read dravidorrajah for dramilandhrajah, B; dravidodrajah, a C.

49 (C.47b-48a; B.XVIL. 1). ' For a list of such persons so DR.II. 74.
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50. Pricy is the langunge of the Jestert and the like ;

and Avanti is of the rogues (illurti)3. The Heroines, and

their female friends are usu to speak lauraseni when not in

any difficulty.

51. To soldiers, gamesters, police chief of the city and the

like should be assigned Daksinätya, and Bähliki is the native
speech of the Khasas who belong to the north,

Uses of minor dialects
52. Sakari should be assigned to the Sakara and the Sakas

and other groups of the same mature!, and Candali to the Pulkasas
and the like.?

53. To charcoal-makers, hunters and those who earn their

But no extant drama seems to illustrate this rule. Hor

Indra in the disguise of a Brahmin speaks this dialeet of I'kt. (Karna.

in the Mrcch. speaks Pricyi the sole characteristic of which is abun-

the two policemen Viraka and Candanaka in the Mrech. (VI.) speak
Avanti. But according to the latter's own admission he was a Southerner
and a man of Karate. No old and autheutic description of this
dialect is available, sec Pischel, Grammatik $ 26.

spite of fithvidhara's testimony to the contrary may be taken as a
specimen of Diksinatya. See 50 note 2 above. No old and authentic
description of this dialect is available. Cf. Pischel, Grammatik $ 24.

Grammatik, $ 24.

This dialect seems to have been the parent of the modern Sora language.
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Rajputs (rajaputra) and leaders of merchants' guild (&resthi). See Gramm-
tik $ 17.
Candanadasa who is a sresthi, does not speak AMg. (Mudri, 1) while

ascribed to Bhasa).

50 (C.48b-49; B.XVII.52). ' According to Prthvidhara Vidisaka

danee of pleonastic ke. See Pischel, Grammatik, Grammatik, § 22.

"O. yogà bhisis for dhertionim apy. According to Prthvidhara the

51 (9.49b-50a: B.XVII.53). ' Candanaka's language in Myeels in

52 (C.50b-51a; B.XVIl.54). ' saküronim sakisdinom for saki-
raghosakadinüm (B.), and sabaranom sakidinam (C). According to
Pithvidhara Sakara in Mrech, speaks Sakari dialect. Cf. Pischel,

& Prthvidhara thinks that Candalas in Mrech (V.) speik thr
Candali dialect. Cf. Pischel, Grammatik, $ 25.

•53 (C.51b-52a; B.XVILa). 'B. sakira-bhusa for 8abaxa-bhusi
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livelihood by [collecting] wood and leaves should be assigned
Sabarit as well as the speech of forest-dwellers.

54. For those who live in places where elephants, horses,
goats, sheep, camels or cows are kept [in large numbers] Äbhirit
or Sabari? has been prescribed, and for forest-dwellers and the
like, Dravidi® [is the language].

55. Odri is to be assigned to diggers of subterranean
passages, prison-warders, grooms for horses?; and Heroes and
others like them while in dificulty are also to use Magadhi for
self-protection.

Distinguishing features of various local dialects
56. "To the regions [of India] that lie between the Ganges

and the sea, should be applied a dialect abounding in e?
57. To the regions that lie between the Vindhyas and the

sea should be assigned a language abounding in net ( or ta).
58. Regions like Surastra and Avanti lying on the north of

the Vetravati one should assign a language abounding cal.

• See 54 note 3.

any extant drama. 3 Sce 58 note 1.
* Drãvidi dialect is not available in any ostant drama. It is possible

that it was not a pure Dravidian speech (Sec 44 above). Possibly a

Middle Indo-Aryan dialect in which Dravidian phonetic and lexical

influcnee predominated was meant by this. Its habitat was in all likeli-
hood some region of North India. Of. Nitti-Dolici, p. 120-122.

3 This "" isperhaps termination of the nominative singular the
a-bases in AMg.

changes no always into na. Though according to some grammarians
Pkt. is alwaye to change no into na, it seems that such was not strictly
the case with all its dialects. For example in the so-called Jain Pkt.

54 (C.52b-54a; B.XVI.56), ' Abbiri dialcut is not available ill

55 (C-54b-55a; B.XVIL57). ' Emend onhrikirasaraksasum (iha
iu B) into alri kirusvaraksatom (C. ostrikinian ca raksatom and B.
sandhikarasvaraksatom); for Odri Pkt. see 48 note 3. and Nitti-Dolei,
DD. 120 f.n. 4 and 122.

56 (C.55b-56:; B.XVII.59). ' B. again reads 44 after 55.

57 (C.53; B.XVIl.60). ' This relates to a dialeet of Pkt. which

(AMg. of Homscandra) has initial n and intervocal nn.

58 (C.56b-57a; BXVII.61). 'It seems that at the time of the
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59. To people who live in the Himalayas, Sindhu and

Sauvira a language abounding in u should be assigned. I

60. To those who live on the bank of the Carmanvati river
and around the Aruda mountain a language abounding in o1 (or
ta) should be assigned.

61. These are the rules regarding the assignment of dialects
in plays. Whatever has been omitted [here] should be gathered
by the wise from the popular usage.

which treats of the Rules regarding the Use of Languages.

author of the passage intervocal ca in this particular region was yet
maintained or dental t sounds were mostly changed into c sound (as in

pronounciation of the o vowel.

pronounciation of the a vowel.
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Here ends Chapter XVIII of Bharata's Natyasastra

cittha for tistha).
59 (C.57b-58a; B.XVI.62). * This u perhaps rolates to a close

60 (C. omits this ; B.XVII,63). * This o perhaps relates to a open

61 (C.53b-59; B.XVII.64).



CHAPTER NINETEEN

MODES OF ADDRESS AND INTONATION

Different modes of address

1-2. These are, O the best of Brahmins, the rules on the
use of languages [in a dramal. Now listen about the rules of
popular modes of address or the manner in which persons of
equal, superior or inferior status in a play are to be addressed by
those of the superior, the medium or the inferior class."

Modes of addressing males: addressing great sages

3. As the great sages are adorable (lit. god) even to the

gods they are to be addressed as "holy one" (Uhagnant" and their
wives are also to be similarly addressed.?

Addressing gods, sectarian tenchers and learnel men
4. Gods," persons wearing sectarian teacher's dress® and

persons observing varied vows? are to be addressed as "holy
one" (bhagavan) & by men as well as women.

1-2 (C.1-8, B.XVII.65-66). " This manner of addressing different
persons includes referring to them before their ownselves or before
others e.g.. In Sak. (I), Dusyanta is referred to by his charioteer as
iyusman and then he is addressed in the same term (Yathajnipayati

* Rules given hereafter do not cover all the numerous and different
cases occurring in the exant dramatic literature in Skt. and Pkt.

& No es. of this seems to be available in any extant drame.

2 Ex. (Ravana disguised as an ascetic addressed by Rama (Pratima.

as bhaavam (bhagavan) to create laughter; bhadanta would have been
the proper term in this case. Sce below 15.

ijnsman, ayusman pasya pasya).

3 (C.3; B.XVI.67). ' Es. Kasyapa (Kauvn) addressed by his dis-
ciple (Sak. IV.) Marica by Dusyanta (ibid. VII.) and Ravana in ascetic's
disguise by Rama (Pratima. V).

4 (C.4; BXVII.68). ' Ex.: Agni (Abhi. VI). & Varuna (ibid. IV).

V.).The Jester in Pratijia (III) addressing the Jain monk (ramanaka)

* Read here nanauratadhara (bha in B) for nanasruladhara (B)

and nanasrutidhara (C). Ascetics belonging to minor heterodor sects
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Addressing the Brahmin

5. The Brahmin is to be addressed as "noble one" (arya), 1

Addressing the king

And the king [is to be addressed as "great king" (malaraja)."

Addressing the teacher

The teacher [is to be addressed] as "professor" (acarya). 3

Addressing an old man

And an old man [is to be addressed] as "father" (tata). *

Brahmins addressing the king

6. Brahmins may address the kings at their pleasure, by

their names. This should be tolerated, for the Brahmins are to
be adored by the kings.

Brahmins addressing ministers
7. A minister is to be aldressed by Brabmins as "Coun-

inferior to them (ie. Brahmins) he (is] always [to be addressed]

Addressing the cquals
8. One is to accost one's equals by the name with which

they are styled

seem to have been included in this term. Ag, reads nonisrutadharali and
explains this as bahusrutal.

by Bhima.

* Ex. Bharata addressing Sumantra the old chariotcer (Pratimi, VI.).

available in any extent drama. See note 2 bolow.

(Pratijia, I.). But curiously enough Raksasa has been addressed not

as 'Arya' but as 'Amatya' (counciller) by the door-keeper, and by his

friend Viradhagupta too he is addressed likewise (Mudra, IL).
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cillor" (amatia) or "minister" (siciva), ' and by other persons,

as "sir" (arja).®

5 (C.5; B.XVII.69). ' Brahmin (Kesavalas) in Madhyama addressed

* Ex. Sumantra addressing Dasaratha (Pratime, Il), and Vibbisana
addressing Ravana (Abhiscka II).

& Ex. Canakya addressed by his disciplo (Mudra, 1).

6 (C.6; B.XVII.70). ' Ex. Indra disguised as a Brahmin addressing
Karna (Karna,), Cf. Canakya addressing Candragupta mostly as Vrsala
(or Sudra) in Mudrã.

7 (0.7; B.XVII.71), " No example of this rule scems to bi

*Ex. The door-keeper (pratihori) addressing Yaugandharyan

• 8 (C.8; B.XVII.72). ' Ex. Canakya addressing Raksasa and vic

versa (Mudra, VII.).
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Privileged inferiors addressing superiors
A superior person may however be addressed (or referred

to)? by name by inferior persons when the latter are privileged to
do so%.

Addressing employces, artisans and artists

9. Men and women in one's employment', and artisans

and artists" are to be addressed as such fi.e. according to their

Addressing persons of respect

10. A respected person is to be addressed as 'honoured sir'
(bhava), and a person of slightly less so as "comrade (marsalia

Addressing persons of equal status
A person of equal status should be addressed as 'brother"

The charioteer addressing the chariot-rider
11. The chariot-rider should always be addressed by the

(Pratijna, I. 13.14). See above note 1.

* Ag. explains

artists are painters and the like.
& Ex. The king addressing Haradatta one of the teachers of dramatic

1.17.3; 26.3). The word mirsaka does not seem to occur any extant drama

while mirisa occurs very often. See Uttara. (1. 47) and Malavi (I. 1.3).

(Mudra. VI. 2. 14, 16).

-XIX. 11]

status)?.

or marsa). 1

(rayasya)? and a low person as hey man' (ham-lo)g

charioteer as "long lived one" (ayusman)'.

3 B. saparivoram, so also Ag.
3 Es. Flamska referring to Yangandhariyana before the latter.

9 (C.9; B.XVII.73). / Yaugandhariyana aldressing Salaka by name
(Pratini, I.2. 4) and the hero Carnatta aldressing the maid-servant
Radaniki (Caru. I. 21,15).

kuruka and sili as follows: daal: 49�77:
farafare artisans are those that build stapas and the like objects.

art (Malavi. II. 12.1).

10 (C.10; B.XVI.74). ' Ex. piripürseika addressing sutradhura as

bhava, and sutra addressing puripirsuike as mursa (Abhi. 1. 1.6,8). Sakara
one addressing vita as bhava and nest time as mulisa (mirisa) in Car.

2 Ex. Siddharthaka and Samiddhärthaka addressing each other

* Ex. Cavakya's spy addressing his disiple as hamaho bamhana,

(Mudra. I. 18.4).
11 (0.11; B.XVIl.75). 'Ex. Dusyanta's priest addressing thie two

43
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Addressing an ascetic or & person with beatitude

An ascetic or a person who has attained beatitude (prusanta)

is to be addressed as "blessed one" (sailho)".

Addressing princes

12. The crown-prince is to be addressed as "sire" (samir),

Addressing inferior persong

Inferior persons are to addressed as "pleasing one"

terms should be preceded by "O' (he)".

3 The word sudhu as a form of address does not seem to occur in
any extant drama.

available in any extant drama. On the other hand sumin is very often
used in addressing a king. Ex. Yaugandhariyana addressing the king

Kuntibhoja (Avi. 1. 5.3; 9.5). On the uso of the word swimin in inscriptions

The word has been used with reference to the crown prine in
Pratima. (loc. cit. I). In reforring to other prinees play-wrights use the

this term. In Mudrä. (IV. 125) Malayaketz has bren addressed similarls.

"This use of the term sarmya does not soem to oceur in extant
drama, and bhadra appears to have taken its place, eg. Bharata addressing

• It does not secm to occur before these terms in any extant drama.
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and othar princes as "young master" (bhart daraka)".

(saumya)", "auspicious-looking one" (bhaulauliha)* and such

disciples of Kasyapa (Ranva) and Gautami tapasvinah (Sak.V. 11. 6),

12 (C.12; B.XVII.76). ' No crample of this rule seems to be

Udayana (Svapna. VI. 17.1). Kaunjayona and Bhütika addressing the king

see Sylvain Lévi, Journal Asiatique, Ser. 9, XIX.95ff. I. Ant. Vol.
XXXIII. p. 163. Sita's maid addresses Rama is bhalla (Pratimi. I. 9.2).
The door-keeper (pratihari) refers to the erown-princo Ruma as bhattidit-
raassa remassa (P'ratiã. I. 2-9), and not as sumiassa rimassa,

word kumira. In Pratini. (IT1. 14.12) Bharata has been addressed with

Avimãraka, the lover of Kuraigi is addressed as bhatlidiraa by her maid
(Avi. I. 17 2).

the messenger (bhata) in l'ratimi (1II.4.21. Dusyanta addresses his chief of
the army (senupati) similarly (Sak. II. 5.4).

*Ex. Raksasa's spy (purusa) addressing his door-keeper (Mudrã.
IV. 8.2). In Abhi, (VJ. 31.1) Agni (gol of fire) addresses Rina as bhadra-
mukha though earlier, (VI, 36.7) he says: na me namaskiram kartm
arhati devesah. The Jester addresses the cantalas as bho bhaddamuha
(Mrech. X. 23.3).
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Addressing persons by their occupation or birth

13. In a play a person is to be addressed by a term appro-
priate to his birth or to the vocation, art or learning practised
by him. 1

Addressing a son or a disciple
14. A disciple or a son is to be addressed by the guru or

by his own name or clan-name (gotra)*.
Addressing Buddhist and Juin Monks

12. Buddhist and dain (nugrantha monk; are to be

Addressing persons of other sects
Persons of other sects? are to addressed by terins enjoined

by their own rules?.
People addressing the king

16. The king is to be addressed by his servants as well as

13 (C.13; B.XVII.77). " Not many examples of this rule seem to

addressing the Candalas as arc candule may be an example of this.
Sauvira king addressing Avimaraka

* Ex. The form putraka docs not seem to occur in any extant play.
The from usually available form is putra. Drona addressing Duryodhana

similarly
(Uru. 1. 42.3).

* No example of this seems to be available in any extant drama.

(Kanva) addressing Sarigarava by name (Sak. IV. 161). Instances of a
son or a disciple addressed by clan-name (gotra) do not seem to occur in
any extant drama.

A Buddhist monk
is very rarely met with in extant dramas. Asvaghoça's drama included

such, & character, but one cannot say from the fragments how he was

addressed. (See Keith, Skt. Dr. p. 82)

* According to Ag. one is to understand by 'other sects' Pasupatas

and the like.

' An erample of such a rulo is a term like bhapusan

the father as "child" (mats)' "son" (protralia)", "father" (ata)s or

addressed as "blessed sir" (badanta) 1.

be available in any extant drama. In Mrech. (X. 20.1) Carudatta's son

14 (C.14; B.XVII.78). ' Ex.
(Avi. V1. 17.4). Cf. Drona addressing Duryodhana (Pañca. 1.22.3).

as putra (Païca I. 23.3). Duryodhana addressing his son

* Ex. Väli addressing Agada by name (Abhi. I. 25.2). Kasyapa

15 (C.15; B.XVI.79). 'Ex. Ksapanaka addressed by Raksasa and
Siddhärthaka as bhadanta (Mudri IV. 18.2; V. 2.1).

or bho-

saruajiha used in addressing Pasupata teachers (Ag.).

16 (C.16; B.XVI.80),
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his subjects as "lord" (leva),', but when he is an overlord [of
other kings] he is always [to be addressed] by his servants as "sire"

Sages addressing the king
17-18. The king is to be addressed by sages (rsi) as "king"

The Jester addressing the king
And he should be addressed as "friend" (rajasyn)" or "king'

Jester addressing the queen and her maids
The queen and her maids are to be addressed by him as

The king addressing the Jester

The Jester is to be addressed by the king by his name or as

Ganadasa addressing the king (Malavi.
Rama as deva (Abhi. VI. 20.3) wheu he is not yet i king; besides

See also 12 note 1.

gopa too addresses Visudeva likewise (Bala. 1. 19. 30).

* No ex. of this seems to occur in extant dramas. Narada addresses

the two kings simply as Kuntibhoju and Sauviraräja in Avi (VI. 20. 8, 12).

• No example of this scoms to occur iu any extant drama. lu

Ratna (I. 16.35) the Jester oner addresses the king as bhall.

*Bhavati in the Jester's speech would be bhodi. Ex. The Jester

addressing the quon's maid in Svapna. (IV. 0.28) also addressing the

queen (Malavi, IV. 4.23.) and addressing the queen's maid Susamgatt

• Examplos are easily available. See Svapna, Sak. Vikram. etc.

The Jester is addressed also as sakhe. See Malavi. (IV. 1.1 and Vikram

Il. 18.11. etc.) and as bhadra (Vikram, 11. 18.15).
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(bhatta) %.

(rajan)? or by the patronymie term?.

(rajan)* by the Jester (vilisalia).

"lady" (blurati)5.

"friend" (varas ya)".

'Ex. The Kaicukin addressing the king (Mudia. III. 10.3).
1, 12. 8). Vibhisana refurs to

this the saine Vibhisana addresses Ravana as mahiruja (Abhi. IIf. 15.1).

3 Ex. Yavaniku addressing the king Dusyanta (Sak. VI. 2410). Bul

in Bala. (III. 3.1) the cowherds address Saikarasana as bhalla, and Nauda-

17-18 (C. 17-18; B. X VII. 81-82). ' Ex. Bhagavăn (Yudhisthira)

addressing the king Viruta (Puica. LI. 14.2).

* Ex The Jester in Sak. (IT. 2.1) and Malavi. (V. 3.18).

(Ratna. IV. 0.30).
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Women addressing their husband

19. By all wumen in their youth the husband should bo

addressed as a "noble one's eon" (aryaptra)}, but in other cases,

the husband is to be addressed simply as "noble one" (arya)", and
in case of his being a king he may be addressed as "great king"

Addressing the eIder and the younger brothers

20. The elder brother should be addressed is "noble one"

(aryn) ' and the younger brother like one's son?.

These are the modes of adress to be used to male characters

in a play.
Modes of addressing women

21. I shall now speak of the modes of address to be used
to female characters in a play.

Addressing female ascetics and goddesses
Female asceties and goddesses are to be addressed as "holy

Addresing wives of senior persons, and elderly ladies
22. Wives of respectable seniors, and other elderly ladies

her husband (Caru, and Mudra).

to the king likewise (Vikram IV. 39.2).

? Usual from in such a case isvatsa; but the younger brother is

also somctimes differently addressed, eg. by name of the mother as

14 and 4.

(Malavi. 1. 142) ; the Knieukin addressing the female ascetie (tapast) in

-8IX. 22] $41

(maharaja) & also.

lady" (bhagarati)'

(sthanaya) are to be addressed as "lady" (berati)'.

19 (C.19; B.XVII.83). ' Examples are easily procurable; see Sak,
Malavi, Svapna etc.

?. Ex. Nat in the prologue (prastavand) addressing the sutradhara

3 Ex. Gandhari addressing Dhytarastra (Uru. I. 38.2). Urvasi refers

20 (C.20; B,XVII. 842 85a). 'Ex. Laksmann addressing Rima
(Pratima. 1. 21.2). Sahadeva addressing Bhima (Venĩ. L19.12).

Saumitre, (Pratimi, 1. 21.1), Kaikeyimutal, (ibid. IV. 2.21). See abore

21 (C.21; B.XVII.85a-86a). " The king addressing the privrajikes

Vikram. (V. 9.2)

22. (C. 22; B. XVII 86b-87a). 'Ex. Sumantra addressing the

widowed wives of Dasaratha as bhavatyah (Pratimä. III. 18.2), The

Kaicukin addressing the Pratihari in Svapna. (VI. 0.6).
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Addressing an accessible women and an old lady

An accessible woman (gamija)? is to be addressed as "gentle-

woman" (bhadre)* and an old lady as "mother" (amba)*.

Addressing king's wives

23. In a play king's wives are to be addressed by their
servants and attendants as "mistress" (bhattin)i, "madan?"

24. [Of these], the term "lady" (deri) should be applied to
the chief queen (munist) by her servants as well as by the king.
Tho remaining [wives of the king] are to be addressed [simply] as

Addressing unmarried princesses

25. Unmarried princesses are to be addressed by their

= gamya- not within the prohibited degree of sorual relationship.

addressing Priyamvada (Sok. I. 226). But the king addresses Citralekha as

* Ex. The king, Urvasi and their son addressing the female ascetic.
(Vikran. V. 12.3,5,18).

ing the queen (Vikram I. 19.19); Kaicanamali addressing the queen

who is not yet a queen, as bhallini. (il) Soamini as a term of address to
the queen does not seem to occur in any extant drama.

s Bx. The maid (celi) addressing the queen Bhanumati (Veni.

of king addressing the queen as devi see Pratijna. II. 10.12.
* The term bhogini meant those who were merely an object of enjoy-

ment ie. those who were not dharma-painis (wives elligible to take part

in religeous rites.

3 No. example of sumini being used in addressing such a wife

seems to occur in any extant drama In Malavi. IV. 17.8 Nipunikä

addressing Irivati the second wife of Agnimitra uses the term bhallini

the very term to be used rightly for the chief queen Dharini.
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(soamini" and "lady" (levi)?.

mistress" (bhattini) and "madam" (suamini)?.

handmaids as "young mistress" (bharti-darila).

8 Ex. Avimaraka addressing Kurangika (Avi. II. 190). Dusyanta

bhadramuhki (Vikrani. II. 15.9) as well as bhadrc (ibid. III. 15.0).

23 (C. 23; B. XVII. 87h-88a). ' Ex. (i) bhattini. Nipunika address-

(Ratna I. 18.11). But in Pratima (I. 5.4) the maid (ceti) addregses Sitã

II. 2.14).
24 (C.24; B. XVII. 88b-89a). " Sec above 28 note 8. l'or an example

25 (C.25; B. XVI. 89b-90a), 'Er. The maid. (celi) addressing

Padmavati (Svapna, 1. 15,11) and Kurangi (Avi. I. 0.45).
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Addressing a sister

An elder sister is to be addressed as "sister" (bhagini) and

an younger sister as 'child" (vatse)®.
Addressing a Brahmin lady, a nun or a female ascetic

26. A Brahmin lady, a nun (lingastha) or a female ascetic
(pratin) is to be addressed as "noble lady" (arye)?.

Addressing one's wife

A wife is to be addressed as "noble lady" (arye)? or by

referring to her father's® or son's* name.

Women addressing their equals

27. il'omen friends among their equals are to be accosted
by one another with the word "hallo" (hala) ".

Addressing a handmaid
By a superior woman a handmaid (pregya) is to be accosted

with the word "hey child" (ham-je)?.
Addressing & courtezan

28. "A courtezan is to be addressed by her attendents as
Ajjuka®, and when she is an old woman she is to be addressed by
other charactors in a play as Atta®.

* This mode of address does not seem to occur in any extant drama.

& Is. Yaugandharayana in the role of an elder brother addresses

the queen who is playing the role of his younger sister as valse

be available in any extant drama. Parivrajika in Malavi (1) and the
female ascetie in Vikram. (V) could have been addresses as rye instead of
as bhagavati. In Madhyama. Ghatokaca addresses the wife of the Brahmiu

occur in any extant drama.

to occur in any extant drama.

* Ex. Sita addressing her maid (Pratimi. I. 421), Irivati addressing

ef. Karp. I. I. 18.

(l'ratij a. 1. 9.11). C. om. 254.

26 (C. 25b-267; B. XVII. 90b-91a). ' No ex. of this rule seems to

as bhavati.
* Ex. Sutradhira addressing his wife (Micch. I Malati. I)

3 Cog. Matharaputri (Müthara's daughter). No example seens to

* e.g. Somasarma-janani (Somasarman's mother). No example seems

27(0. 26b-278; B. XVII. 91b-92a). ' For or. sce Jak. Vikram. etc.

Nipuniki (Malavi. III. 141).

28 (C. 27b-28a; B. XVII. 92b-93a). -' Read the hemistich 28a as



Addressing wife in love-making

29. In love-making the wife may be accosted as "my dear"

(priye)" by all except the king. But priests' and merchants' wives

are always to be addressed as "noble lady" (arge)%.

Giving names to different characters in a play
30. The playwrights should always assign significant names

[to characters] which are not well-known and which have been
created [by them ]'.

31. Of these, Brahmins and Keatriyas in a play should,

be given, according to their clan or profession, names ending in
sarman or varman.

Naming marchants

32. The names of merchants' should and in datta?.

Naming warriors

To warriors should be given names indicating much valour.?

'heterae' as in the title of the Prahasana

' No example of this seems to be available in any cetant dramit.
But the word occurs in the form of altin in Myech. (IV.30).

by Dusyanta (Sak. VIL. 20.6), but the occasion is strietly not one of low-

* No example seems to be available in any extant drama.

scens to occur in any extent drama.

seems to occur in any estant drama.

Bhasn's play of the same name.
* B. reads after this ono additional hemistich which in translation is

as follows: The name of Kapalikas should end in ghanta. The inter-

344 THE NATYASASTRA [ XIX. 29-

Name of Brahmins and Katriyas

2 Ex the heterae (ganika) addressed by her mnid (Caru. Il. 0.6).
The word ajuki ("ryaki, OIA) "madam" afterwards came to mean

Bhagavadajjukiyam by
Bandhãyana Kavi

29 (C.286-59a, B. XVIL. 93% 94a). " Sakuntala is anklessed as priso

making (frigora); Udayana while lamenting for Vasavadatti says li
priye, ha priya-sisye ete. (Svapna. I. 12.53).

30. (C.29b-30a: B.XVII. 94b-95a). ' No example of such manes

31 (C.30b-31a; B.XVII, 25b-964). ' No example of such names

32 (C.31b-32a; B.XVII, 96b, 97b). : Ex. Carudatta the hero 'of

polator had evidently Bhavabhuti's Aghoraghanta (Malati) in mind.

§ Ex. Virasena in Malavi. (1.8.1).
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Naming king's wives

33. The king's wives should be given names [which are

connected] with the idea of victory (vijaya)!.

Names of courtezans should end in ratta?, mitra? and

Naming hand-maids
34. In a play hand-maids should be given the names of

various flowers.
Naming menials

Names of menials should hear the meaning of nuspiciousness?.
Naming superior persons

35. To superior persons should be given names of deep

significance so that their deeds may be in harmony with such

names I
Naming other persons

36. The rest of persons should be given names suitable to
to their birth and profession.

Names [that are to be given] to men and women [in a playl
have been properly described [by mel.

37a. Names in a play should alvays be made in this
manner by the playwright.

in any extant drama.
* No example scums to occur in any old drama. And the name

Visavadutta for the queen in several dramas seems to be a clear violation

* No example seems to occur in any old drama.

in Svapna (V) seems to be rare examples of this.

extant play.

44
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Naming courtezans

send.

38 ((%. 326-33; B.XVII. 98). ' No crample of this seems to oceur

of the rule (See Svapna. Ratna. eto.).

^ Ex. Vasantasena in Bhisa's Ciru. and Sudraka's Mreeh.

34 (C.33b-34a; B.XVII. 99). ' Nalinike in Avi. (Il) and Padminiket

a Ex. Jayasena the servant (bhala) of the king (Avi. 1).

35 (C.84b-35a; B.XVII 100). ' No crample scems to occur in any

36 (C.35b-36a; B.XVII. 101). ' E.g. Brahmacari (Svapna, I), Vita

(Caru.) Devakulika, and Sudhukura (Pratinit. IV.) etc.
37 (C. 36b; B. XVII. 102a).
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37-38. After knowing exhaustively everything about the

rules of langunge in a drama, one shonid practise Recitation which

Qualities of Recitation
aI shall now describe the qualities of Recitation. In it

there are seven notes (stara), three voice registers (sthana), four
Varnas (lit. manner of uttering notes), two ways of intonation

their characteristics.

suitable to different Sentiments.
Seven notos to suit differment Sentiments

38-40.In the Conic and the Erotic Sentiments the notes
should be made Madhyama and Pañcama. Similarly in the Heroic,
the Furious and the Marvellous Sentiments they should be made
Sadja, and Rsabha. In the Pathetie Sentiment the notes should
be Gandhãra and Nisuda, and in the Odious and the Terrible
Sentiments they should be Dhaivatil.

Uses of the three voicc registers
There are three voice registers (sthana) : the breast (nus)

the throat (kantha) and the head (sires).
40-41.In the human body as well as in the Vin notes

and their pitches proceed from the three registers: the breast, thr
throat and the head.

41-12.In calling one who is at a distanee, notes proceeding
from the heal register should be used, but for calling one who is
not at a great distance, notes from the throat register is to be used,
while for a person who is by one's side, notes from the breast [will
be proper].

37-38 (C. and prose 37a; B.XVII. 102b, 103a). ' It will be apparent
from the notes given above that the rules regarding forms of address have

very often been overlooked in extant dramas.

* The text from here till the begioning of 38-40 is in prose.
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is to have six Alamkãras.

(kakze), six Alamkãras and six limbs (rinya). I shall now explain

The seven notes (sara) are: Sudja, Rgabha, Gandhara,
Madhyama, Pañcuna, Dhaivata and Nisada. These are to be made

38-40 (C.38-39; B.XVII, 103b, 104-1052).

40-41 (C.40. 418; B.XVII. 105b-106).
• 41-42 (C.41b-42a; B.XV1.107),
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42-43. At the time of Recitation, a sentener begun with
notes from the breast should be raised to notes of the head register
and at its close it should be brought down to notes of the throat.

Uses of the four accents
43. In Recitation the four accents will be : acute (udatta)

'Recitation in circumflex and acute accents is suitable to the
Comic and the Erotic Scutiments, acute and quivering accent is
suitable to the Heroic, the Furious and the Marvellous Sentiments,
while grave, cireumflex and quivering accents are appropriate to
the Pathetic, the Odious and the Terrible Sentiments.

Two ways of intonation
There are two ways of intonation, e. one entailing expacta-

These relate to the sentence uttered.
+4. A sentence which has not completely expressed its [in-

tended] meaning, is said to be entailing an expectation (saliants)
ind a sentence which has completely expressed such a sense, is said

INow, entailing an expectation relates to [the utterance of it
sentence] of which the meaning has not been completely expressed
and which has notes from the throat and the breast, and begins with

in high pitch (tara) and ends in a low pitch (mandia) and has
not completed its Varna or Alamkãra.

And, entailing no expectation relates to [the utterance of a
sentence] the meaning of which has not been completely expressed

und which has notes from the head and begins with a low pitch

(mandra) and ends with a high pitch (tara) and has completed its

43 (С. 43b, 43с; В. XVI. 109-110)."The test from here till the
beginning of 11 is in prose.

The text from here till the beginning
of 45 is in prose.

-XIX. 44]

grive (rumlatta), circumflex (suarite) and quivering (lampita).

tion (ralanks«) and another entailing no expectation (niraliantisu).

to be entailing no expectation (niralianlisa.

Varna and Alamküra.

42-43 (С.42b-43а; В.XVI.408).

44 (С. 44; В. ХУД. Д).
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15. The six Alamkãras of the [note in] Recitation arethat it

(druta), and slow (vilambite). Now listen about their characteristics.

IThe high (icca) note proceeds from the head register and
is of ligh pitch (tara) ; it is to be used in speaking to anyone
at a distance, in rejoinder, confusion, in calling anyone from it
distance, in terrifying anyone, in aliliction and the like.

The excited (lipta) note proceeds from the head register
and is of extra high pitch (taratart) ; it is to be used in reproach,
quarrel, discussion, indignation, abusive speech, defiance, anger,
valour, pride, sharp and harsh words, rebuke, lamentation"

and the like.
The grave (mamira) note proceed from the breast register

and is to be used in despondency, weekness, anxioty, impationce,
low-spiritedness, sickness. deep wound from weapons, fainting,
intoxication, communicating secret words* and the like.

The low (vica) note proceeds from the breast register but las
a very low pitch (mondra-taia) sound; it is to be used in natural
speaking. sickness, weariness due to austerities and wilking i
distance, panic, falling down, fainting and the like.

The fast (druta) note prococus from the throat register and
is swift; it is to be used in women's soothing children (lallant)
refusal of lover's overture (mannana)*, fear, cold, fever, panic?,
agitation, secret emergent (atyay), act. pain and the like.

of 46 is in prose.

ing of lalla (lallana) and manmona there is no manimity. We follow

THE NATYASASTRA [ XIX. 15.

The six Alamkiras

may be high (ucca), excited (muta), grave (mandra), low (nicit), fast

Uses of the six Alrmkaras

45 (C.45; B.XVII. 112-114).' the text from here till the begiunig

= C. om. 'krandita, nirbhartsana."
& B. inserts kride after vyichi.
^ C. om, guhyurantharacana.
" After vyadhi read tapa-pathesranta-trasta.
• C. skhalita-vellana-madana for lallana-manmana. On the mew-

Ag's upadhynya, who says manant mand aufmaumura, geta

' After trüs (trasta, C.) read yastoät yavika (guilha) karyavedanadis.
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The slow (vilambita) note preceeds from the throat register

and is of slightly low pitch (mamba)s; it is to be used in love®,

deliberation, discrimination, jealous anger, envy, saying something
which cannot be expressed adequately, bashfulness, unxiety,
threatening, surprise, censuring, prolonged sickness, squeezing
and the like. [On this subject, there are the following triditional

couplets :
46-48. 'To suit various Sentiments the intonation (alin)

in a rejoinder, confusion, harsh reproach, representing sharp-
ness and roughness, agitation, weeping, challenging one who is not
present (it. away from and terrifying
[anyone], calling one who is at a distance, and rebuking [unyone].

49-50. Intonation should be made grave (mandra) and low
(mic) in sickness, fever, grief, hunger, thirst, observation of a lesser
vow (niyama), deliberation, deep wound from a weapon, communi-
cating confidential words, anxiety and state of austerities.

51. Intonation should be made grave (mura) and fast
(irut) in women's soothing children (lalla)?, refusal to love's
overture (manmand)", panic and attack of cold.

52-55. The intonation should be made slow (rilembita),
excited (lipte) and of low pitch (mutra) in following in object
lost after being seen, hearing anything untowardabout a desired
object or person, communicating something desired, mental deli-
beration, lunacy, envy, censure, saying something which cannot be
adequately expressed [by words, telling stories, rejoinder, confusion,
an action involving excess, woundedt and diseased limb, misery,
grief, surprise jealous anger, joy and lamentation.

10 C. reads rosa for roga.

* See note 1.

should always be made high (wen), excited (dipta), und fast (irt:)

the view) thicatening

• C. mandra for tanumandra. " B. reads karuna after srigara.

46-48 (C.46-48; B.XVI. 115-117).
49-50 (C om. B.XVII. 118-119).
51(0.49; B. XVII. 120). 'Ca malle ia mardane for lalle ca

manmane:
51-55 (C. 50; 512-53a, 51b, 53b, B.XVII. 121-124). ' Read viksate

oyudhite tvairge.
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56. Grave (mundra) and slow (vilambita) intonations have

been prescribed for words containing pleasant sense and bringing

in happiness?.
57. Exited (dipta) and high (acca) intonations have been

prescribed for words which express sharpness and roughness.
Thus the Recitation should be made to have to different intonations
(lit. shelter) by the producers?.

Intonation in different Sentiments
58-50. Slow intonation is desired in the Comic, the Erotic,

and the Pathetic Sentiments. In the Heroic, the Furious and the
Marvellous Sentiments the excited intonation is praised. Fast and
low intonations have been prescribed in the Terrible and the Odious
Sentiments. Thus the intonation should be made to follow the
States (Ularz) and the Sentiments.

Six limbs of enunciation
*Now there are six limbs [of enunciation] such as Separation

Presentation (arpana) means reciting something by filling up
theauditorium with graceful modulation of voice?. Closure
(visarya) means the finishing of a sentence. Continuity (anubamlha)
neans the absence of separation between words" [in a sense group]
or not taking breath while uttering them. Brilliance (dipana)
means the gradually augmentul notes which proceed from the three
voice registers (sthana), and Calming (prasamana) means lowering
the notes of high pitch (tara) without making them discordant.

Now about their uses in connexion with different Sentiments.

56 (C.54; B.XVII.126). ' B. reads one additional couplet before this.

after this.
58-59. (C.57b, 58; B.XVII. 128-131). ' The text from here till the

beginning of 60 is in prose.

THE NATYASASTRA ( 81X. 56.

(vicchcla), Presentation (arpana), Closure (visorga), Continuity
(renbundha), Brilliane (pand) and Calming (prasamana).

Of these, Separation (ricelera) is due to pause (viran).

57 (C.55; B.XVII.127). ' C. reads three additional hemistiches

' B. Lilayamanamadhuraval guna for lilavarna.

* B. padantarezu vicchedah for "aresuavicchedah.



-XIX. 60] MODES OF ADDRESS AND INTONATION 351

In the Comic and the Erotic Sentiments* the enunciation®

should include Presentation, Separation Brilliance and Calming.
In the Pathetic Sentiment it should include Brilliance and

Calming.
In the Heroic the Furious and the Marvellous Sentiments it

should abound in Separation, Calming, Brilliance and Continuity.
In the Odious and the Terrible Sentiments it should include

Closure and Seperation.
All these are to be applied through notes of high (tara), low

voice registers]. In addressing one at distance the notes should
be made of high pitch (tara) from the head ; the person addressed
being not at a great distance the notes should be made of
medium pitch malhya) from the throat, and to speak to one at
one's side notes should be made of low pitch (manlin) from the
breast. But one should not proceed to the high pitch (fara)
from the low (mandia) one, and from the low pitch to the
high one.The three kinds of tempo (laya) of these notes are
to be utilised in diferent Sentiments. In the Comic and Erotic
Sentiments the tempo should be medium, in the Pathetic it
should be slow and in the Heroic, the Furious, the Marvellous, the
Odious and Terrible Sentiments quick.

Pause defined
®Now, Pause (viram) in connexion with enunciation is due

to the completion of sense and is to depend on the situation
(lit practical), and not on metre. Why? Because it is found in
practice that there occurs pause even after one, two three or four

What [is the matter]? Be off. Don't enter. You are prohibited

• The text here is in prose.

(mandia) and medium (madhya) pitch proceding [from the threc

syllables, e.g.
60. kim gaccha mã visa sudurjana vãritô'si I

kãryam trayã nama ma sarva-janôpabhukta' |

* B. adds akanksavam after hosya singarayor.
•C. wakyam for pathyam.

60 (C. 59; B.XVII. 132).'B. bhukkam C. bhuktah.
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(to enter], O very wicked man, the enjoyed-by-all, I have nothing
to do with you".

Use of Pause
Thus in a play (lit. poetical composition) occur words con-

taining small number of syllables in cases of Süca® and Ankura*
[which are connected with Panse].

Hence, care should be taken about Pause.Why? Because
[an observation of] Pause clears the meaning.There is a couplet
[on this subject] :

61. In the (Verbal] Representation (abhinaya) the pro-
ducers should always take care about Pause; for, on it dependa
the meaning lof words uttered).

Hands in connexion with Alankaras and Pause
62. Keeping the cyes fixed in the direction in which the

two hands move one should make the Verbal Representation by
observing proper Pauses for indicating the intended incaning.

63-64. In the Heroie and the Furious [Sentiments] the
hands are mostly occupied with the weapons, in the Odious they
are bent due to contempt, in the Comic they are to point to
[something], in the Pathetic they are to hang down and in the
Marvellous they are to remain motionless due to surprise.

65. On similar other occasions too, the meaning should
be made clear by means of Alamkãrts and Pauses.

66-67. Pures which are preseribed in a vore require
Alamkaras. Pause should be observed alter a word, when the
meaning or the breath (prana) requires it. And when words and
syllables are combined into a [big] compound or [the utterance isj
quick, or confusion about different meanings is liable to arise, Pause
should be observed at the end of a foot or as required by the
breath. In the remaining cases lause should depend on the
meaning.

THE NATYASASTRA [XIX. 61-

¿ These ure the words of a vipralabdhe Heroinc..
* See NS. XXIV. 43, * See NS. XXIV. 44.
61 (C.60; B.XV1I. 133). 62 (C 61; B.XVII. 134).
63-64 (C.62-63; B.XVII. 135-136). 65 (C.64; R.XVIl.137)
66-67 (C.65-67; B.XVI. 138-140a).
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'Here one should know about Drawn-out Syllables (irsya-

lisara)ª in connexion with the States and the Sentiments. e.g.

The Drawn-out Syllables and their use

68-69. The consonant ending in a long vowel like à, e, ai,

or au is known as a Drawn-out Syllable. In sadness, argumenta-

tion, questioning or indignation such a syllable should take (lit. be

pronounced in) one Kalä time.

70. As for the rest of the syllables they may be pronounced
with Pause required by their meaning, and such a Pause may be
one, two, three, four, five or six Kalas' duration.

71. The Pause being of great duration (vilamit) the
syllable pronounced will always! be [rendered] long.But its
duration should not be more than six Kalas".

72. Or, taking account of the practice as required by sone
cause, or of the act on one should observe Pause in a verse to
suit the State or the Sentiment [involved].

73 In verse, Pauses arising from the foot-division (only] are
recognized; but the position of these may be varied [on the
stage] by the experts to suit the meaning [of a passage].

74. But [while observing• Pause as directed above] one
should not creat (lit. pronounce) ungrammatical words (aposubila)
or spoil the metre, and one should not pause too long except in
places of caesura, and in [uttering words expressing] sorrow one
should not make the intonation excited (ripta)".

75. One should recite a dramatic composition (liavya)
which is free from literary defects (lava-closu), possesses best
characteristics and has (literary] qualities, and in such a Recitation

' The test hese is in prose. We follow B's text.

68-69 (C. 68-69; B. XVII. 140-141).

74 (C.73b, 74a; B.X VII. 146). ' C. repeats 77a before this.

= C. nikistaksara for ki vaksara.
70 (C.70; B.XVIII. 142).

71 (C.71; B.XVII. 143). ' C. yadi for sadi.
• C. padinam for kabonom.
72 (C. 71c-72a; B.XVII. 144) 73 (726-73a; B.XVII. 145).

75 (C. 75; B.X VII. 147).
45



one should observe proper rules relating to the utterance of notes

and their Alamkaras.

76. Alamkaras and Pauses that have been prescribed in

case of Sanskritic Recitation should all be observed in un-Sanskritic

(Prakritic) Recitation of women as well.

77. Thus in the representation of the ten kinds of dramatic

works (mpa) producers should prepare Recitation subject to an
observance of proper notes, Kali, time (tala) and tempo (laya).

78. Rules of intonation have been described [by mel in
proper sequence.I shall describe hereafter the ten kinds of dra-
matic work.

which treats of the Display of Intonation in Connexion
with the Verbal Representation.

30$
THE NATYASASTRA [ XIX, 76-

Here ends Chapter XIX of Bharata's Natyakästra

76 (C. 76; B.X VII. 148).
77 (C. 77; B.XVII. 149).

78 (C. 78; B. XVI. 150)



CHAPTER TWENTY

TEN KINDS OF PLAY

1. I shall now describe the tenfold' division of plays

together with their names, functions and modes of production.

2-3. For their definition (lalisana) plays are known to be of

Thämrga. I shall describe their characteristics in detail (lit. from
the beginning).

4. Styles (ritle), are known as the constituent elements of
all dramatic works (lit, poems). Considering their production
the ten kinds of play are considered to have proceeded from these.

5. Just as the Jitish and the Srutis? of notes constitute a
scale (grama)", so varieties of Styles make up the dramatic com-

G. Just as the Sadjat and the Madhyama? scales include
all the notes, so these two [kinds of] dramatic compositions (Nataka
and Prakarana) are made up of all the Styles.

7. The Nataka and the Prakarana are to be known as
made up of all the Styles and they utilise all the different methods
of constructions.

1 (C.1; B.XVIII. 1). ' Old writers on the subject like Kohala men-
tion additional types of play such as Sattaka, Totake and Rusake (Ag.).

2-3 (C. 2-3; B.XVIII. 2-3). I This word is sometimes loosely used

* To distinguish it from anka meaning "an Act", it it also called

" It is evidently a non-Aryan word.

other's place.

ten kinds such as Nataka, Prukarana, Anka (Utsrstikanka)",

Vyayoga, Bhãna, Samavakara, Vithi, Prahasana, Dima?, and

position (iarya antha).

as a synonym of rupa or rapaka.

Utsystikanka.

1 (C.A; B.XVIII. 4). ' See NS. XXII.
5 (C. 5; B.X VIII. 5). ' See NS. (C.) XXVIII. 36f. " ibid. sibid.
6 (C. 6; B.XVIlI. 6) ' See NS. XXVIII. 22fT. sibid.
7 (0.7; B.XVIII.7). ' It secins that 6 and 7 have taken cach



the Dima classes should be made devoid of the Graceful Style. I

shall hereafter describe the different methods of constructing plays.

The Nataka
10-11. [A play] which has for its subject-matter a well-

known story, for its Hero a celebrated person of exalted nature

(mulatta) or which describes the character of a person descending
from a royal seer', divine protection [for him, lus many super-
human powers* and exploits such as, success [in different under-
takings] and amorous pastimes, and which has appropriate number
of (lit. richly furnished which) Acts (lia) and Introductary

12. Character of kings, their acts and movements represent-

ing many States and Sentiments and arising from (lit. made by)

their joys and sorrows [when described in i play] is styled a

The Act
13. After considering the denounment (liarya) suitable to

the particular stage [of the plot] an Act thould be constructed by
expanding the Turning point (binded) [of the play? It shoukd be
furnished with a group (yun) [of characters]. 1

10-11 (C. 10-11; B.XVIII. 10-11). ' It must occur in sonic form in

* Rama, Krspa and Udayand are examples of such persons. This
and the other conditions mentioned in the note above exclude living persons
as Heroes of the Natakas. Of. ND, p. 27.

3 Janaka and Visramitra are examples of such persons.
* Divine personages may bo introduced in a Nataka only as Heroes

• For the description of Act (anka) sce below 18-15,23.

• For a description of the Introductory Scene (pravésaka) see below

19-21; 27-35.

13 (0.13, B.XVIII. 13). ' C. reads this couplet differently.

366 THE NATYASASTRA 1�.8

8-9. Plays of the Vithi, the Samavakãra, the Ihämrga, the

Utsrstikânka (Anka), the Vyãyoga, the Bhana, the Prahasana and

Scenes (pravesulia), is called a Nataka.*

Nataka.

8-9 (C. 8-9; B.XVIII. 8-9).

¿ Purana, Itihasa (Rim. and Mbh.) or any other eclebrated work (c.g.
Bghatkathã).

of an Episode (palaka) or Episodical Ineident (prakari). See Ag. and

ND. (loc cit).

12 (C.12; B.XVIL 12).
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1t. The Anka (Act) is a rudhi (traditional) word. As, by
means of the States and the Sentiments it causes the meanings of
plays] to ruhe (to grow) through [an adherence to] some [technical]
rules, it is called an Anka (Act)".

15. An Act should be brought to a close by (lit. in) a
division of the play, and no nal disposal of the Germ (ja) should
be made in it.' And the Turning Point (birdu)? of (lit.
arising from) a play should again and again (lit. always) be made
to occur (lit. pervade) in the plot (casti).

16. That [part of the play wicre a [particular meaning
is fully expressed, but where the Germ (biju) is nott finally dis-
posed of, is always to be known as an Act which slightly attaches
itself to the Turning Point (bilu).

17. An Act which relates to the direct exploits of the
persous (lit. Heroes) mentioned [before] and their various States,
should not be made too long?.

18. It should also be known that the Act is to contain
the various Sentiments arising from [words and deuds of] the queen?
of the Hero, his superiors,"priest, minister and leader of the army

3 This is an instance folk-etymology and does not help us at all to
understand the real moaning of the word.

15 (C.15; B.XVIII. 15). ' From the Turning Points, the plot
attains rapid a movement, and due to these the drunatic situations arisc.

seems to be necessary from the special meaning of the word bija. Cf.

* Suporiors include his parents and teachers (Ag).

seldom appears.

-X&. 18J

(arthucana)".

14 (C.14, B.XVIII. 14). " the root ruh-to grow.

= C. on. kirya after aika-somuptile and reads kiryacchedo na for
Luoyaccede na, C. kioyacchedam, B. Siguranandin's explanation of this is
far-fetched (See NI, p' 11).

16 (C.16; B.XVIII. 16). * Emend co into no. Such an emendation

sarueson airlinam voriho bijalalaxanah (Ag).
12 (C17; B.XVIII. 17). ' Sigaranandin reads this differently. See

N. p. 11.
18 (C.18; B.XVIII.18). " Queens include his concubines and the

mahideri (chief queen) (Ag.).

*Serthroühotra senapatily, (Ay): In estant dramas senapati



858

Incidents not directly preschtable in in Aot

19. 'Feats of anger, favour, grief, pronouncing a curse,

running away, marriage, commencement of some miracle and its

actual appearance, should not be made directly visible in an Act?.

20. A battle, loss of a kingdon, death, and siege of a city
being not directly visible in an Act', should be presented by

21. In an"Act or in an Introductory Scene of the Nataka or
the Prakarana there should be no killing of a person who is known
as the Hero!.

22. Ilis flight, treaty or capture should always be indicated
by means of special descriptions (lit, poetical passages) and the
Introductory Scenes will refer to such incidents (lit, acts).

23. An Act should cover incidents that can take place in
course of a single day; it should relate to the Germ of the play
and should proceed without a hindrance of the routine duties.1

19 (C.20; B.XVIII.20). ' B. and C. rend before this one additional
couplet which in trans. is "The number of Acts in tho Nataka and the
Prakarana should not be less than five and more than len (read pañcapari
dasis para in the text)". But in vicwof the couplets 25 and 57 below,
this scems to be supertluous.

also 20 below.
20 (C.21; B.XVIII.38), "This clearly shows that death scenes

were not prohibited on the ancient Indian stage. Sce NS. VII.85. note 1.

nandin's view on this point (NL. 1.13).
21 (C.22; B.XVIII.39). ' A misunderstanding of this rule as

adopted is SD. (274) has given rise to the belief of modern scholars
that the ancient Indian drama did not permit death-scenes on the stage.

nandin reads it with & slight differcnce. He quotes also other vice about

the duration of incidents presented in an Act, See N. (p.19).

THE NATYASASTRA (XX. 19.

Introductory Scenes (prazsalia).

"aike pralyakajuni=aike tapratyaksajuni (aika-praiyaksa, C.).
See An. R. commentary (p.53) where we have taginn afa maam a gi see

2B. pralyaksuni lu nalake for apralyakiakitoni. Cf. Sagara-

See Keith, Skt. Dr. p. 293, 354; Haas, DR. p.93.
22 (C.23; BXVIII.40). ' B. reads yajyah for nityam, and kavya-

slesair bahubhir yatharasam nitya-taltrajiaih as 22b.
23 (C.24; B.XVIII.21). 'B. aprazillam for apravittal. Sagara-
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24. A wise playwright should not put in [too] many inci-

dents in a single Act'. And incidents in it should be depicted

without a hindrance of the routine duties?.
25. Persons who will enter the stage in an Act (lit. there)

will go out after performing things connected with the Germ and
the meaning of the play, and [they are to create] the proper
Sentiments.

26. Knowing the length of a day which is divided into
Kisanas', Yumas? and Muhurtas® one should distribute all the
different incidents in a play to different acts.

The Introductory Scene
27. When incidents that are to be finished in course of a

[single] day, cannot be accommodated in an Act they should be
presented in Introductory Scenes after closing the [sume] Act.

28. [Incidents] that may take place in course of a month
or a year, are also to be presented [similarly] after closing the
Act'; but [incidents covering] more than a year should never be
treated [in such a manner].

29. When in an Act any person goes out on business to a
distant land, it should be hrought to i close [ut that point] as
perseribed before.

30. With an Act of the Nataka and the Prakarana the Hero
should be closely associated. And an Introductory Seènel
should be made up? of a conversation of attendants.

(B.C.). The controversyover the reading is anterior to the time

* Routine duties include prayers as woll as taking meals. (sandhyi-

dam kitvis. The meaning of this rule is that an Act will include events
covering a mouth' or a year. But this contradict 23 above.

•XX. 30 ]

24 (C.25; B.XV1II.22). ' Read cküike no instead of ekunkena

of Ag. (Scc Ag.).

randanadi).
25 (C.26; B.XVIII.23). 26 (C.27; B.X VII 25).
27 (C.28; B. XVIII.26). ' Ex. Avi, II, Vikram, V.
28 (0.29, B.X VIII.31). ' C. reads akacchedam kuryul for eche-

29 (C.30; B.XVIII.32).
30 (0.31; B.XVII.28). ' B, vijieval for kartanyal. C. pravesake

for pravesako.
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31. An Introductory Scene in the Nataka and the Prakarana
should be made to relate to the essentials of the Turning Points
(bindu) and follow the preceding (lit. another) Act.

32. It (the Introductory Scene) should not consist of
exploits of the superior and the middling characters, and there
should be no exalted speech in it. And in prictice it should adopt
speeches and manners of the common people.

33. An Introductory Scene may hase many purposes.
(For example], it may indiente the advent or passage of time,
change of the Sentiments or the beginning [of an Aut] or the

34. Incidents which depend on many [persons| are to be
compressed by means of Introductory Scenes or in Junctures
(sandli). For a play containing [too] many prose passages! will
be tiresome [to the actors] at [the time off the production of the

35. When a particular item connot be completely presented
in an Act lest it should be too large for [successfull production, its
account should be compressed in a few words and put in an Intro-
ductory Scene.

The Explanatory Scene

should always be made up with the middling characterst and it

" B. reads the first hemistich with the change accepted bs
Ag. The passage in B. in trans. will be as follows: An Introductory Secue
may have many purposes. For example, it may indicate the advent or
passage of tinic, or present some explanation or other aspects of planning

36 (C.37; B.XVIII.54). ' This is meant that superior characters
do not appear in an Explanatory Scene. Sec. below 37 note.

THE NATYASASTRA [XX. 31-

denounment (liarya).

play ].

36. In the Nataka the Explanatory Scene (misianebhalia)

31 (C.32; B-XVIII.33). ' C. bharati kaycam for samvidhütavyil.
82 (C.33; B.XVIII.34).

the denoument (karya).

34 (C.35; B.XVIII.36), ' For bahucurnapadair yuklam. C. readi

bahu-burne-padyavittam. 35 (C.36; B,X VIII.37).
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should be concise and follow the polished style of speaking

37. It should be of two kinds: pure (andalia) and mixed
(samlizona). Of these, the pure is made up with the middling charac-
ters, and the mixed with the inferior and the middling character's.

38. In the Natika and the Prakaran an Explanatory
Scene between two Acts or at the beginning of an Act,

always include the middling and the inferior characters.
Number of dramalis personae

39. The Nataka and the Prakarana should not be made to
contain a great number of attendants (to the Hero). The Hero's
attendants (lit. men of work) in such plays (lit. there) should Lat
most] be four or five'.

and the Dimaclasses should be made to have ten or twelve
characters **1

Introducing chariots and palaces on the stage
41. A chariot, an elephant, a horse and a palace should not

be presented on the stage. These should be provided [in a play] by
means of appearance and costumes? (of men concerned] and [their]

38 (C.39). ' The exact significance of this rule is not clew. It
possibly means to say that plays other than of the Nataka and the
Prakarana types, will not allow an Explanatory Serne of the misre
kind. An crample of such a scene probably occurs in the lanca of Bhasa,
which does not fall into any of the known types of drama. See Pusalker,

the practical dificulty of producing a drama with too many characters.
40 (C.41). ' C. gives it in a mutilated form. Its second hemistich

46

-XX. 41]

(samslinta-vacann).?

shoukl

40. Plays of the Vyayoga, the Thaurga, the Saunavakara,

Gaits" and movements (vati-vicara) 8.

37 (C.38; B.XVII1.55). ' Ex. Pratijna I. Sak. II.
a Ex. Pratima. lI, Vikram. If.

Bhasa, pp. 209ff.
39 (C.40; B.XVIII.4l).! This rule is possibly meant for avoiding

should be read as dasabhih duidasahhir va kurgani......

41 (C.42). ' This couplet should be read ne narat me cô rama.
2 Sec NS. XXIII. 6-9. 3 See NS. XII.
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42. But an elephant, a horse, a palace, a hill or any con-
veyance as well as imitation weapons may be presented (lit. made)
by means of model-work by these who know the rules for their
construction.

Introducing an army on the stage

43. If due to any reason' & detatchment of an army is to
be introduced on the stage (lit. here), only five (lit. four) or six
persons are to make their appearance (lit. going).

41. [In a play an army] should be made to appear as con-
sisting of a small number of men, representing mounts and

travelling requisites, and it should more slowly. For in the military
role (lisatia)' of the actors, [actual] rules of polity do not apply.

45. In the composition of a play Denoument should be made
[like] the tip of the cow's tail', and all the exalted situations (lit.
states) should be put at the end.

46-47. At the conclusion of all the plays which contain
various States and Sentiments, experts should always introduce the
Marvellous Sentiment. Thus I have brielly but properly spoken
about the characteristies of the Nataka. I shall hereafter deseribe
the Prakaranz by mentioning its characteristics.

The Prakarana
48. The play (lit. where) in which the writer paladi

(devises)" by his own genius an original plot with its Hero, and
works up its elaboration (farira), is called the Prakarina.

45 (C.46; B.XVIII. 42). ' The exact significance of this expression
as well as the implication of the entire rule is not clear. Ag. however
quotes two difierent views on the subjeet but none of them seems to be
convincing,

causing unexpected things to happen. The sudden revclation of Avantike

Sakuntali with Dusyanta in Sak. (VID) are examples of this rule.

there were Prakaranas in which the plot was not wholly original, ie. the

THE NATYASASTRA [XX. 47-

42 (C.42). I See above 41 note 2.
43 (C.44). "Emend karunopapane into kiranope.
* Emend kartavyamantra into karlaryam alra.

44 (C.45). 'Emend asalena into katre na.

46-47 (C.47-48; B.XVIII.43-44). ' This is mostly to be done by

as Visavadatta in Bhasa's Svapna. (VI) and the dramatic reunion of

48 (C.49; B.XVIII.45), ' From this it may bo assumed that oner
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40. When a playwright constructs a play with an original
(lit. invented) Germ and a plot which is not connected with Rsis'
works and which that play has gathered from some other works
and has some marvellous qualities in it, the same is also called

the Prakarana.
50. The plot and its elaboration as the basis of the Senti-

ments, ' which bave been prescribed in case of the Nataka are also
to be applied with [the the detail of] their characteristics to the
Prakarana in all its Junctures (sandhi)?.

51. The viried exploits of Brahmins, merchants, ministers,
priests, officers [of the king] and leaders of the army [when pre-
sented in a play] are to be known as the Prakarana".

52. The Prakurani should be known as not made up with
an exulted Hero. And it does not contain the character of any god,
has no story of king's enjoyment, und it is connected with the men
outside (the royal palace).

53. The play of the Prakarana type should include [in some
cases] servants, parasites (rita) and heads of the merchants'guild,
[as characters and should contain incidents arising from] the
conduct of courtezans as well as exploits of depraved women
of good family.

5t. [In an Act of the Prakarana where a minister, head of
the merchants' guild, Bralmin, priest, minister and leader of the

playwright worked up materials from the source of the plot, such as

works.

to understand that Prakarana was not concerned exclusively with

The typee of characters mentioned in the rule are mostly absent
in the scanty number of extant plays of this type. The Pratijia, is an
example of & Prak. having ministers as its Hero.

-&Д. 04 )

Mbh. Ram. and Brhatkatha. See above 10-11 noto 1.

49 (C.50; B.XVIII.46). ' Rum and Mbh. are'examples of such

50 (C.51; B, XVIII.17). 'C. rassrayopetain for ca vittibhedas ca.
' C. kevalam utpudyavastu syat for salaksanam sarva-sandhist tu.
51 (C.51; B.XVIII.48). " From this "varied exploits" one is

lovc-themes.

52 (0.53; B.XVIII.49). 53 (C.56; B.XVIII.50).

54 (C.55; B.XVIII.51).
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caravan stay in their family circle, no courtezan should be brought
in there?.

55. [In the Prakaranal when a person is in the company of
a courtezan there should not be [at the same time] his meeting with
any respectable woman (lit. woman of good family), and while he is
with a person of high family no courtezan should neet him then.

56. If out of necessity (lit. reason) there occurs a meeting?
of courtezans and respectable ladies in [any scene of] a Prakarana
their langnage and manners should be kept undistorted.

57. In the Nataka and the Prakarna the playwrights
should have the number of Acts as not less than five and not more
than ten'; and this should be furnished with the various Senti-
ments and the States?.

58. After considering the need and action of the plut
one should place between two Acts the Introductory Scenes which

are to compress the events in the Junctures (snidhi)'.

59. In a play of the Natika (Nati) class producers are lo
recognise a more or less well-known variety of these two (the

' See 56 below.

language which the author of the NS. had in vicw in formulating this
rule, has probably beeu indicated in the followine couplet. farawann

Haas, pp. 34-35) and SD. 302. The Introductory Scene cannot be placed
in the beginning of a play and it must be in Ikt.

Description of the Natikü given here (59-63) has been rightly suspected
as an interpolation, though Keith is for rejeoting this suspicion. See

THE NATYASASTRA [ XX. 55-

The Natiki

Nataka and the Prakarina)'.

55 (C.56; B.XVIII. 52).
56 (C.57; B.XVIII.53). The nature of the necessity, and the

�7T, Bh. P.p. 242
57 (C.58; B.XVIII.29). ' Read dasis para for dasapart.
2 B. reads the second hemistich as aTay a g�n�ay a�.
53 (C.59; B.XVIII.56). ' Read this couplet as follows : 5949.

59 (C.602-61b; B.XVIII.57). ' Road nutisanjurite kurve for
nilakayoge prakarane. See Avaloku on DR. (ed. Nirnayasagar) III.43.

Skt. Dr. D. 349.
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60. Different in origin from the [two types of plays]
the Nataka and the Prakarana, its plot should be invented, the

Hero should be a king and it should be based on [an incident

relating to music or affairs of the harem'.
61. And it contains an abundance of female characters, has

four Acts, graceful gestures as its soul; well-arranged constituents,
many dancer, songs and recitations, and love's enjoyment are its
chief features.

62. The Natika should be known also to contain [a dis-
play of] royal manners', [fit of] anger", its pacification, and [acts of]
deceit (chimbla), and to have the Heros, his queen, the female
Messenger and the attendants [as its dramatis persona:].

63. "The characteristics of the Nataka and the Prakarana®
have been briefly described by me. I shall now speak about the
characteristics of the Samavakara.

61-65. It should have the [exploits of] gods as its subject
matter (bija) and an Asura as a well-known and exalted character

nature of the subject matter (plot) of the Prak. Sce Skt. Dr. p. 349. Justi-
fication for calling the Pratijit. a Natiki may be found in the fact that
its plot is based on musical lessons given by Udayana to Vasavadatta
and it has four Acts. But according to its Prologue it is a Prakarana, Sec

'But for this feature of having four Acts

Ratnä is & well-known example of the four Act Nitike.

information.

nam vltan vipra. Evidently the interpolator who is responsible for
the description of the Niti (Natika) inserted nof in the reading of C.
See above 59 note.

- XX. 64]

The Samavakira

60 (C.60b-61a; I.XVIII.58). ' Keith seems to be in error about the

Pusalker, Bhasa, Py. 271-272.
61 (C.62; B.X VIII.59).

nuly, the Milavi. inay be considered a Natilt. Sce Keith. St. Di. D. 350.

62 (0,63; B.XVIII.60). ' C. kimopacara for rajopacara.
^ B. krodhadanihusamyukta for krodhasamyuba capi.
C. reads 62b as trangal ana galama nifian sai.
63 (C.65; B.XVIII.62). ' B.C. read one nuditional couplet (C.64;

B.XVIII6l) on the basis of two mss. It docs not give any new

= C. Prakarananutak-nut-laksanam uktam for 'nataka-laksana-

64-65 (C.66-67; B.XVIII.63-64). • No old specimen of this type
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as its Hero, and it is to consist of three Acts [presenting] the three

kinds of deception, the three kinds of excitements or the three
kinds of love?. [Besides this] it should have as many as twelve
dramatis personce and a duration (lit. length) of eighteen Nadikass.
I shall now speak about the rule regarding the number of Nadikas
to be alloted to the different Acts.

66. A Nadika' should be known as the half of the Muhürta?
which is a [well-known] measure of time. The Acts in & Samava-
küra should be measured according to the directions given in terms
of this Nadika.

The first act of the Samavakira
67. The first Act [of the Samavakira] should have a dura-

tion of twelve Nadikes and it is to contain laughter, excitement,
deception or a Vithi.

The secoud and the third acts of the Samavakara

68. The second Act also should be similar (except that]
it is to have a duration of four Nadikas'. And the third Act.
which will bring the plotto a close will have a duration of two

of drama is available. Samudramantlana by Vatsaraja (12th century) is n
very late work. See Keith, Skt. Dr. p. 267. Bhasa's Pañca, is not & Sanav.

"It does not seem likely that any on? play of this type will
include all three objects (deception, excitement and love) in their three
varieties.

3 As the topics (and lence the Acts) in the Samavakara are to be
loosely related (see 60 below); this limitation has been placed on the
time lost it slould be made too long.

67 note.
2 muhurta=a period of 48 minutes. See below 66 note 1. Curiously

enough Saradatanaya think that niulike is one fourth of a muhurla.

THE NATYASASTRA I XX. 66-

Naulikas only.

Cf. Mankad, Types of Skt. Di: p. 58; Pusalker, Bhasa, PP. 202-210.

66 (C.72a, 68b, BXVIII.67). " nilike=24 minutes. See below

See BhiP. p. 249.

67 (0.70; B.XVIII65). ' 12 milikes (niulis) =1 hours and 48
minntes.

68 (C.71; B.XVIII.66). 1 4 nudlikes = | hour 36 minute.•
3 2 nadikas = 48 minutes.
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69. "In composing the Samvakara different Acts should be
made to have different topies. And topics in the Sumavakara are
to be loosely related to one another".

The three kinds of Excitement
70. Excitement (ralraun) is known to be of three kinds such

as being due to battle and flood (lit. water), storm (lit. wind) and
fire, or big elephant' at large, and siege to a city.

Three kinds of Deception
71. Deception (iapabs) is krown to be of three kinds

such as being due to a devised plan,? accident or [the stratagem
of] the enemy, It creates joy or sorrow [to persons].

Three kinds of Love

72. In this connexion (lit here) three kinds of love to be
presented through dilferent actions are: that in relation to duty
(harma), that actuated by material gain (aitha) and that actuated

Love together with duty

73. When in discharging) the duty one attains onc's
(much] desired well-being?accomplished in many ways and in
this connexion means like observing rows, austerties and
penance are adopted, it is to be known as love in rolation to duty

couplet (B.69) which does not give any important information and has
the support of two mss. ouly. In C. this occurs after C: 68.

3 From this it appears that Samav. was not a play of the regula
type and belonged to a very early stage of evolution of Indian drama.

•XX. 73]

by passion (liama;.

(alarma-singara).

69 (C.72b, 73; B.XVIII.69). ' Before this B. reads one additional

70 (C.76; B.XVIII.70). ' C. Jalendra-sambhago for gajendra-
sambhrama.

71 (C.75; B.X VIII.71). ' C. yaste galikrama, for vastugatakrama.
72 (C.76; B.XVIII.72), 'C. reads 72b as fafaurafassi sat tHiE-

73 (0,77; B.XVIII.73). 'B reads 3a as afta tandaried tal

2C, prati for urata.
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Love together with materinl gain

74. Love in which attainment of material gain occurs in

various ways" is called Love in relation to material gain (ertha-
singãra) or it may be that love in which the enjoyment of pleasure
with women is for the purpose of some material gain.

Love due to passion

75. Love actuated hy passion (liama-srigara) includes the
seduction of a maiden and it causes, and also secret or excited
intercourse of a man with a woman.

Metres not allowed in the Samavakara
76. In the Samavakar the playwright should make

proper use metres other than Usnik and Gayatri etc. which are
of complex construction?.

77. In this manner an expert should compose a Samavakir
which will be the source of various Sentiments. I shall hereafter
speak about the characteristics of the lhamrga.

78. It (Charga) has as its dramatis personne divine males
who are implicated in figlits about divine females. It should be
constructed with a well-arranged plot and should be convineing!.

accepted by Ag. scems to be corrupt. For Usnnik and Gayatri type of
metres cannot by any means be considered as being of complex con-

struction (bandhakutila), Our emendation has the support of mss.

cha. in B. Udbhate (the noted commentator of tho Ns.) too thinks that

the rule prescribes complex metres such as Sragdhari for the Samav.

* Lengthy, sami-even and uneven types of metres.

specimen of
Vatsaraja is an artificial production of a very late period (12th century).

THE NATYASASTRA [ 88. 74-

The Thamga

74 (C.78; B.X VIII.74). ' Read 74a as Mierfa afazaar nafa dise-
77514: : (ms. cha B.).75(G9 BUIRe
da i min ari:. (mss, ya, no. pha, blu in B.)

76 (C.80; B.XVII.76). ' Read this couplet as follows : - afun, man-

Sce Ag.

77 (C.81; B.XVIII.77). ' C. sukhadunkhasamasrayal for ninarasa-

samurrayah.
78 (C.82; B.XVIII.78). 'C. Vipralyaya for vipralyaya. No old

this type of drama is nvailable. Rukminiharana by
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79. It is to abound in vehement (uddhata) Heroes and to
have its construction dependent on feminine anger which is to give

80. The Thamiga should be a play with well-ordered cons-
truction in whiel the plot of love is to be based on causing discord
among females, carrying them off and oppressing [the enemies).

81. All that are to be made [available] in the Vyayoga-its
male characters, Styles and Sentiments- should be brought in the
Thamiga also, except that the latter is to include (lit. have connexion
with) the goddesses (lit, divine females) only as its female characters.

82. [In the Thamrga] when persons intent on killing? is
on the point of killing, [the impending] battle should be avoided by
come artifice.

83. O Brahmins, the charreteristics of the Thaurga have
been briefly mentioned by me. I shall speak hereafter on the
characteristics of the Dima.

The Dima
St. The Dima should be constructed with a well-known

plot, and its Hero should be wellknown and of the exalted (mulalla)
type. It is to contain the six Sentiments and to consist of four
Acts only.

85-S6. It should contain all the Sentiments except the
Erotic and the Comic, a plot (iawayoni) with exciting Sentiments
and various States, and it is [also] to include incidents such as an

(Sce Keith, Skt. Dr. I. 266). To other late specimens of this kind

(Sce Sten know, ID. p. 114).

available.

47

-8X. 85 ]

rise to commotion (samisobha), excitement (micrava) and angry
confliet (sampheta).

are Krsnamisra's Vira-vijaya and Krena Avadhuta's Sarva-vinoda-nataki.

79 (C.83; B.XVIII.79). 80 (C.84a, 85a; B.XVIII.80).
81 (C.85)-86a; B.XVIII.81) - 1 Sec below 90-93.
82 (C.841, 86b; B.XVIII.82). 'C. vadho prudásrayo for radho-

pyndagro.
83 (C.87; B.X VIII.83),
84 (C.88; B.XVIII.84). ' No old esamplo of this type of drama is

85-86 (C.89-90; B.X VIII,85-86).



earthquake?, fall of meteors, an eclipse of the sun or the moon,

battle', personal combat, challange, and angry conflict.

87-88. The Dima should abound in deceit and jugglary and

should have the energetic activity of many persons, and dissention

(bheda)' among themselves, and it is to include sixteen characters

[besides this] the play is to be carefully made in the Grand and
the Energetic Styles and is to have many States to support it?.

89.The Dima has been described by me in all its charac
teristics. I shall speak now about the characteristies of the

90. The Vyayoga should he constructed by experts with
one well-known Hero as its basis, and it should include a small

number of female characters and [the events related in it| will be

of one day's duration only?.

91. Many males are to take part in it as in the Samavakur,

but it is not to have the latter's length, for it is to have only

92-93. It should have a royal sage as its Hero and not a
divine personage, and it should include battle, personal combat,
challange and angry conflict. Thus the Vyayoga should be made
with exciting Sentiments as its basis. I shall now speak of the

late specimens of this type. Sce Keith Skt. Dr. p. 265. Pusalker, Bhasa.

Cf. Pusalker, Bhasa, pp. 186, 187, 190, 209. Mankad, Types of Skt.

Dr. p. 59-61.

3Y0 THE NATYASASTRA [ XX, 87-

which may be gods, Nugs, Raksasas, Vaksas and Piracas, and

Vyayoga.
The Vyñyoga

one Act (anlia).

charneteristies of the Utsystikâka (Anka).

8 C. Juddha praharana for juddh-iharana.87-88 (.91-92); B. XVIII.87-88). ' B. buhu-pusto! tinayoga for
bahupurrso hina-bheda.

•C. tajinair-ninúsraya-sesena for nunsraya-bhurasampanna.
89 (C.93; B.XVIII.89).
90 (C.94; B.XVIII.90). ' Rhisa's Madhyama is its solitary old speci-

men. Prahladanadeva's Partha-purikrama (12th cent.), Vatsarija's Kiri-

tarjuniya (12th cent.) and Visvanatha's Saugendhika-harana ete. are vory

p. 203. Dutavã. Dutagha. Puñca, and Uru cannot be called Vyayogas.

91 (0,95; B.XVII.91). 92-93 (C.96-97; B.XVIII.92-93).
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94. The Plot in it is [usually to bel well-known, but it may

sometimes be otherwise, and it is to be furnished with male
characters other than those who are divine.

95-96. The Utsistikanka should abound in the Pathetic
Sentiment ; it will treat women's lanentations and despondent utter-
ances at a time when battle and violent fighting has ceased; it
should include bewildered movements [of mourners] and it must be
devoid of the Grand, the Energetic and the Graceful Styles and its
Plot should relate to one's fall (lit. end of the rise)!.

Scenes with celestial Heroes
97. [Scenes of] all the plays which have celestial Heroes,

and which [treat] a battle, capture and killing [of enemies], should

98. Of all the Varsas (sub-continents) prescribed for the
gods why? is Bharata varsa chosen [in this connexion]? Because
the entire lund here is charming, sweet-selling and of golden
colour.

09-100. But scencs of theirl garden party (lit. going to
a garden), sport, pastime and enjoying the company of females,
ae always to be laid in the other Varsas; for there is neither
any sorrow nor any grief there. Their enjoyments should take
place in the mountains which are connected with those Varsas in
the Purinic accounts, but their [other] deeds should begin here

type of drama. See Pusalker, Bhasa, pp. 199, 200. Keith seems to be in
error when he says that a play within a play is often called an Anka. See

97 (C.101; B.XVIII.97). * This and three following couplets (97-
100) seem to be more relevant after NS. XIV. 26 which treats simidar
topics.

-XX. 99 ]

The Uterstikânka

be laid in Bharatz-varsal.

(i. e. in Bharata-varsa).

94 (C.91: B. XVIII.94). ' Bhasa's Uru. is & solitary example this

Skt. Dr. p. 268.
95-96 (C.99-100 ; B. XVIII.95-96). 1C. kartrugo abhyudayantas

tajail for kuryah kavyavidhinai

98 (C.102; B. XVI.98). ! C. tasinat for kasmüt.
99-100 (C.108-I04; B.XVI,90-100).
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101. The characteristics of an Utsrstikânka (Anka) have
been exaustively explained by me. I shall now speak of the
Prahasana with its characteristics.

102 The Prahasana should be known to be of two kinds :

pure and mixed. I shall separately treat their characteristies.

Brahmins, abounds in jocular remarks by persons of ill repute, and
gives niformly to the Plot a realistic picture of the language and the
conduct of all these in passages describing their special States.®

The mixed Prahasana

105. That Prahasana is called mixed' in which courtezans,
servants, eunuchs, parasites (cita) rogues and unchaste women
appear with their immodest appearance, dress and movements.

are fairly old specimens of the Prahasana, See Kcith Skt. Dr. pp. 182.

relates primarily to a baiva saint. It is in this seuse that the word has

for the antiquity of this work (See above 102 note). A Saiva saint

Both those Prahasanas one are however late. See Keith, Skt. Dr. pp. 182,

8 Prahasanos named in note 1 above may be taken as apecimens of
the pure variety.

and the Hasyarnava may be taken as specimens of the mixed variety.

See Keith, Skt. Dr. pp. 260-262.

THE NATYASASTRA [ XX. 101•

The Prahasana

The pare Prahasana

103-104, The Prahasana is known as pure (suldha)" when
it contains comic disputations by Saiva gurus (blayarat) a and

101 (C.105; B.XVIII.101).
102 (C.106; B XVII.102). ' saikhalliara's Lataka-mela (126

century), Jyotirisvara's Dhurta-samãgama (15thecntury) and angadi-
Svara's Hasyarnava (date uncertain), ete. are very late works (See Keith
Skt. Dr. pp. 261-262), The Matta-vilasa of Mahendra-vikrama-varman
(620 A.C.) and the Bhagavad-ajjukiya ascribed to Baudhayand Kavi,

Bhagavad-ajjukiya ed. P. Anujan Achan, Cochin, 1925.
103-104 C.107-108; B.XVIII.103-104), ' The word bhagaval

beed used in the Pralasana named Bhagavad-ajjukiya and this speaks

appears in the Mattn-vilisa, the Dhurta-nartake and the Hasya-cudamani.

262, 265. For some aspoets of the Saiva tenets sce Karpuramañjari, ol

M. Ghosh, pp. LXIII-LXIV. •

105 (C.109; B.XVII.105). ' Prahasanas like the Dhurta-samugama



TEN KINDS OF PLAY 378

106-107. Some popular topic [of scandal] or incident of
hypocrisy should be introduced in the Prahasana through the dis-
putations of pretendere. The Prahasana should include [any of]
the types of the Vith it may properly requiret.

The Bhang

107-108. I shall now speak of the characteristics of the
Bhana. The Bhana is to be acted by a single character, and it is of
two' kinds: that with one's recounting of one's own experience
and that [with one's] describing someone else's acts®

109. [The Bhüna which is to include] somebody else's
words addressed to oneself, should be acted by means of replies in

course of Conversations with Imaginary Persons (aliasa-hasila) in
accompaniment of [suitable] movement of the limbs.

110. The Bhüna should include churacters of rogues and
parasites (vity) and treat their different conditions, and it is always
to consist of one Act and should include many movements which
are to be acted by a rogue (ilhirta) or a parasite.

111. All the characteristics of the Bhuna have been des-
cribed by me according to the tradition (agnnut). I shall [now]
speak of the characteristics of the Vithi in due order.

The Vithi
112-113. The Vithi is to be acted by to persons or onc.

And it is to include characters of the superior, the middling or the

'C. reads 107a as
* Sec below 112-129.

placed by F. W. Thomas between the 6th and the 7th century are the
oldest available specimens of this type (F..W. Thomas, J.R A S. 1922,
pp. 262ff. I.W. Thomas, Centenary Supplement J R A S. 1924 pp. 129-136;

-XX. 118]

106-107 (C.110-111a; B.XVIII.106-107a).

107-108 (C.111b-112; B.XVIII. 107b-108). ' Emcud vividha into
dvividha (ms. cha in B.).

* The four Bhanas (Ubhayâbhiswiki, Padma-präbhytakz, Dhürts-
vita-samvada and Pada-taditaka) published under the title Caturbhani

S.K.De, in J R A S. 1926, pp. 63-90, Hist of Skt. Lit. pp. 241ff. For later
Bhanas sce Koith, Skt Di. pp. 263-264. 109 (C.113; B.XVIL.109).

110 (C.114; B.XVIII.110). * 111 (C.115; B.XVII.11l).
112-118 (C.116-117; B.XVIII,112b-1]3a, 112a and its f. n, 2).
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inferior type, and it may contain any of) the Sentiments, and it

may include (any of] the thirteen types. I shall now speak of the

characteristics of all these.

Thirteen types of tho Vithi

114-115. The thirteen types 3 of the Vithi are : Accidental

nation of Words (vanda)

116. [Any of these| thirteen types is alvays to be attached to
the Vithi. I shall now speal of their characteristics in due order.

Accidental Interpretation
117. If, in order to explain them men connect words of

obscure meaning with words other than [those intended by the
speaker] it becomes Accidental Interpretation (ughatyala).

Transference
118. When [anything) occurring in [relation to} somcthing,

will be made to accomplish something olsc, it becomes un instince

Ominous significance

119. That one attaches (lit. creates) out of misunderstunding
an auspicious or inauspicious menning (lit. auspicious or inauspici-
ous rise) to the words (lit. meaning) mentioned, is [an instance off

nexion has boch translated as 'division' (Haas, DR. p. 84). But 'types'

seems to be a more suitable word.

DR. (III. 13-14) secins to define it differently.

though accepted by SD. and DR. scems to be wrong (See Ag.). Haas

THE NATYASASTRA [ 88. 114

Interpretation (ulghatyali), Transference (avalagita), Ominous
Significance (ru respamilita), Incoherent Chatter (esat pralapa), Com-
pliment (papañra), Enigna (rali =nalilia) Repartee (ralleli),
Outvying (ullicula), Duception (chala), Declaration (yahara),
Crushing (malara), Three Men's Talk (Criyate, and Unduc Combi-

of|'Transference (aralugite?

Ominous Significance (araspamata)'.

114-115 (C.118-119, Cf. B.XVIII.113b-114). ' Aiga in this con-

116 (C.120; B.XVIII.115).

117 (C.121, BXVIII 115b-116a). 'Elnas translates the word as

'Abrupt Dialoguc' (DR. p.81). For an example see SD. 228; of. Ag.

118 (C.132; BXVIII.116b-117a). ' Haas translates it as 'Conti-

nuance' (Sec p. 85), Tor an ex. Sec SD. 292; Ag. Cf. DR.III. 14b-15a.

..119 (C.123; B.XVIII,817b-118a). 'The spelling avasyandito
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Incoherent Chatter

120. When an irrelevant question (lit. sentence) is followed

by [an equally] irrelevant answer, it is [an instance of] Incoherent

121. When to a foolish person a learned man speaks the
right words, but his words are not listened to, it is [nn instance of]
Incoherent ChatterI

Compliment
122. When comic and untrue words purporting to be mu-

tual praise of two persons, are uttered in the interest of one lol

Enigma and Repartee
123. An enigmatical remark that gives rise to laughter (lit.

followed by laughter) is called an Enigma (malia"). Repartee

124. When somebody else's words and those of one's own-
self, in course of a dialogue, lead to their mutual modification, it is

Deception
125. When after alluring one by replies, something oppo-

site is done (lit. takes plaec) through those very replies being con-
sidered meaningless, it is (an instance of] Deceptlon (chala)?.

translates the word as 'Re-interpretation' (pp. 84, 87) probably under
the influence of the SD. (528). DR. (III. 19a) has a different definition.
For an example see Ag.

120 (C.124). We accept the reading of mes. da and do in B.
(under 119) which has the support of DR. 11. 20 and SD. 530. Ag.
differs and accepts tho reading of 121 below. Sue Hans, p. 87.

DR 111. 15b.

two def. of this including the present onc; see 524-525,

-XX. 125 ]

Chatter (asat-palapa)I

them ] it is [an instance of] Compliment (prapanca)l.

railiel = valiliclika) arises from a single or twofold reply.?
Outvying

[un instance of] Outvying (ahirala).

.....

121 (C.125; B.XVIII.119). ' Sec 120 note and Ag.
122 (C.126; B.XVIII.123b-121a). *See Hans, p. 85; SD. 522.

123 (C.127; BYVIII.118a, 120a). ' Sec Haas, Dp. 87 ; SD. 529.
8 Sce Haas, p.86, SD. 525.
124 (C.128; B.XVII.122b-1231). • Sce Hans, p. 86; SI. 526.
125 (C.129; B.XVII. 123b) ' Sce DR. 17a; Haas, p. 96 ; SD. gives
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Declaration

126. If anything (liable to occur] is described vividly in the
presence of the Hero and is similarly made to happen [there] with-
out any fear, it is [an instance of] Declaration (vyaliara)*.

Crushing

127. That due to an altercation one represents (another's]
merits as demerits by [showing] cause [for it] and vice versa,
is called Crushing (madaza)!.

Three Men's Talk
128. When exalted words with the Comic Sentiment are

shared by three [characters] it should be known as Three Men's

Undue Combination of Words

129. Undue combination of words (gandu) according to
the wise, occurs due to excitement, confusion, quarrel, reviling and
many people's abusive words".

130-131 If in a play any of these thirteen types? with clear
meanings, occur and they possess all the characters Sentiments
and States prescribed for them by the Sastra it is called the Vithi.
It may be acted by one or two persons".

agrec with the def. given in DR. III. 20b and SD. 531. Inas translates
the tirm as 'Humourous Speech'. See p. 88.

translates the term as 'Mildness' ; sec p. 88.

define this differently and they agree with the reading of B. Our
reading is supportal by the pa me. in B. Maas translates the term as
"Triple Explanation'. See p. 84.

• DR. III, 18b and SI. 527 seem to def. it differently. Hans
translates the term as 'Abrupt Remark' sce p. 87.

130-131 (C.134-135). ' Ag. reads Lisycingas in the next chapter (his

XIX). It is possible that these were introduced later in the NS. For the

ms. bha of B. and some commentators using it ignore them altogether.

THE NATYASASTRA [ XX, 126-

Talk (trigata) 5.

126 (C.130; B.XVIII. foot notes to 125a). ' B.s reading scems to

127 (C.1B1; B.XVII.121b-122a). ' DR. II. 21n; SD. 532, Ilans

128 (C.132; B.XVIII. foot note to 124). ' DR III. 16 and SD. 523

129 (C.133; B.XVIII.125b-126a). ' C. sarambha for samrambha
• C. bandhavividam for vividarktam.

Saradatanaya and others reads lisyungos differently. Sco Kavi's Intr. to
B, pp. XI-XII. foot note.
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132. [Similar] other limbs are nttached to the Nataka in
connexion with the performance of the Lasya, and they owe their

origin to this (i. e. Nataka), and are to be acted like the Bhana by
a single person.

133. The Lasya has a form similar that of the Bhana and
it is to be acted by one person?. Its theme is to be inferred like
that of the Prakarana and should relate to [loving] intimacy [with

Tho twelve types of the Lasya
134-135. The [twelve] types of the Larya are: Geyapada

136. When [the Heroine] is sented on her seat surroun-
ded with stringed instruments and drums near her, and singers are
singing [before her] without any accompaniment of these, it is
called the Gey:pada (simple song).

requires losya or a gentle form of danee for its representation; for this tern

its principal element). The ten losingas seem to be only so many varieties
of the Lisya. These are not its elements' as some scholars are apt to
consider.

2 The word vill yaiga also may be similarly interpretad. Vilhi seems
to be nothing but a particular kind of one act play (delined in 112 boave)
and vithyanga may therefore be translated as 'a play of the Vithi type.

this passage means merely lusyanga.

their number as ten but does not define them.
136 (C.14) ; K. XVIII. 172). ' Sco SD. 505. The seating posture

included in this and some of the other varieties of the lasya need not

appear to be puzzling. For the Gentle Dance in this connexion did

not imply the movement of the entire body. Sec Gilbert Murray, Euripides

and His Age, London, 1948, p. 150.

48

-XX. 136 ]

The Lasya

any one].

Sthitapathya, Asina, Puspagandikã, Pracchedaka, Trimudha, Sain-
dhava, Drimülhaka, Uttamottamaka, Vicitrapada, Ukta pratyukta
and Bhavita (Bhava)'.

Geyapada

132 (C.136 K.XVIII. 169). ' Lisyänga is an on? act play which

may be interpreted as lusyam aigam vasyah sah (that which has lissa as

133 (C.137 ; K. XVII. 182). ' Sec above 132 note; lusya used in

131-135 (C.139-139; K. XVIII. 17)-171). 1 SD. (501) gives only
ten and BhP. (p. 245-246) eleven lasyalgas, but DR. (MI, 52-53) gives
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137. If a woman sings in a standing? posture a song

dealing with the praise of her heloved and delineates the saine with
the gestures of her different limbs, it is called the Geyapada.

138. If i separated woman burning with the fire of love,
recites anything in Prakrit while seated on her scat', it is [an

139. When one sits? without making any toilet? and is
overcome with anxiety and sorrow, and looks with oblique glances
it is [an instance of] the Asina.

170. When a woman in the guise of a man recites some-
thing sweetly in Sanskrit for the pleasure of her female friends, it

141. When a [separated] woman pained hy the moon-light
prepares to go to her beloved even il he his done her wrong, it
is fan instance off the Pracchedaka?.

-143. A play adorned with even metres ind abounding in
manly States and composal of words which are neither harsh nor
large, is called the Trimüdhaki.

113. When [one represents] a lover who has failed to keep
his tryst and is using Prakrit [to express his grief] through well-

137 (C.141). 1 Sec above 136 note 1.

of 136. Cf. K. XVII. 173. BhP. D. 245, 1. 17-18.
139 (C.143; K. XVIII. 174). ' SD. 507; see above 136 note 1. The

Gentle Dançe (lusya) in this connexion will consist of slowly moving
glances only. Cf. BhP. p. 245, 1.19-20.

175, 3hP. р. 245, 1. 21-22.
141 (C.145 ; K. XVII. 176). 1 The def. given in SD. (507) is different.

THE NATYASASTRA [ XX. 137-

Sthitapathya

instance of] the Sthita-pathya
Asina

Inspagandika

is [an instance of the Puspagandikil
Pracchedaka

Trimudhakit

Saindhavaka

perforned Karanas, it is [an instance of] the Saindhavaka.

138 (C.142 ; K. XVIII. 173 f.n.). ' Sce SI). 506; also note 1 above

= Read aprasadhita gatra.
140 (C.144), I Cf. SD. 507; see above 130 note 1. Cf. K. XVIII.

SD. reads the term as Trigudhaka. Cf. BhP. p. 246 1. 1-2.
142 (C. 146 ; K. XVIII. 177). ' Sce BhP. p. 246, 1. 3-4.

• 143 (C.147). + Cf. SD. 508. Cf, K. XVII. 178, BhP. p. 246. 15-6.
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141. Delineating i song of the Caturagra type which has
an auspicious menning and which treats (lit. has) clear States and
Sentiments, with the pretension of efforts, is called the Dimudhaka.

145. The Uttamottamaka is composed in various kinds
of Slokas ; it includes various Sentiments and is adorned with the
condition of Passion (hela).

146. It any woman burning with the fire of love soothes
her mind by seeing the portrait [of her lover] it is [an instance of]

117. The Ukti-pratjukta is a combination of speeches and
counter-speeches due to anger or pleasure, and it sometimes,
contains words of censure. It is to be set to music.

If a woman who is burning with the fire of love after
seeing her belored in a dream, expresses (her) different States, it is

149. These are the characteristies of the [different] types of
Lasya growing out of anger or pleasure, that Thad to tell you in
detail. If anything more has not been said, it has been due to
the fact that nothing more is required in this context.

150. The rules reguding the ten kinds of play with their
characteristics, have been stated by me. I shall now speak about
their bodies and the Junctures with their characteristics.

treats of the Ten Kinds of Play.

K. XVIII. 179, BhP. p. 246, 1. 7-8.

1. 13-14.

-XX. 160 ]

Dvimudhnka

Uttamottamaka

Vicitrapada

the Vicitrapada.
Ukta-pratyukla

Bhavita
168.

Can instance of the Bhávita.

Here ends chapter XX of Bharate's Natyatra, which

144 (C.148). Cf. SI. (509) which reads the terin as Dvigudha. Cf.

145 (C.149; K. XVIII, 180). * Cf. SD. (509). Cf. BhP. p. 246, 1.9-10.
116 (C.100; K. p. 207. 1. 1. 12). ' SD. and BhP. omit this.
147 (C.I5; K. XVIII, 181), * See BIP. p. 246. 1. 11-12. Cf. SD. 509.
148 (C.152 ; K. p. 207. f. n. 12.). ' SD. omits this. See Bhl'. p. 246.

149 (C.153 ; K. 183). • 150 (C.154; K. 184).



CHAPTER TWENTYONE

THE LIMBS OF THE JUNCTURES

The five Junctures of the Plot

1. The Plot (itizrtia) has been called the body of the drama

(lit. poem). It is known to be divided into five Junctures (812117.

The two kinds of Plot

2. The Plot is of two kinds: Principal (allikardia) and

Their definition
3. The [assemblage of) acts which are fabricated with a view

to (lit, by reason of) the attainment of (some particulu result, is to
be known as the Principal Plot. [Acts, other than these consti-
tute the Subsidiary Plot.

4-5. The attainment of the result and its exaltation which
the ingenuity of the playwright (lit. poet) plans by means of the
associated characters (lit. Heroes) acting in a regular manner (lit.
resorting to rules), constitute the Principal Plot on account of an
attainment of the result. And any incident (lit. anything) men-
tioned for holping any other [incident] in it, is called the Subsi-
diary Plot.

The five stages of the Action
6. The exertion of the Hero (lit. one who strives) towards

the result to be attained, is known to have five stages occurring in
due order.

* Sce above note 1.

* See above note 1.

*O. reads oue additional couplet (C. 6) before this. Cf.
NI.. 55-56.

Subsidiary (mangila),

1 (C.1 ; K. XIX. 1), * Also called vastu, Cf, DR. I. 11, SD. 294-295
8 Sce DR. I. 22-23, SD. 830 and NL. 458 rcad uhagan sampra-

kalpilah for vibhagah etc. Sce NL. 216-217.

2 (C.2 ; K. XIX. 2). 1 Sce DR. I. 11, SD. 295 and NL. 218 219.
3 (C.3 ; K. XIX. 3). * Cf. DR.I. 12-13, SD. 296-297; NL. 223-224.

1-5 (C.1-5; K. XIX. 1-5). I See above 3 note 1 and NL. 228-229.

* в (C.7).
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7. These five stages of the Action are known to arise in the
Nataka and the Prakarana. [Their] Fruition (phala-yoga) relates to

Possibility of Attainment (prayti-sambhuza), Certainty of Attain-
ment (niyala phala-propti) and Attainment of the Result

Beginning
9. That part of the play (lit. composition) which merely

records eagerness about the final attainment of the result with
reference to the Germ (bija), is cailed the Beginning (aramblu).

Effort
10. Herod's, striving towards an attainment of the Result

when the same is not in riew, ind showing further eagerness about

Possibility of Attainment
11. When the attaininent of the object is slightly suggested

by an idea, it isto be known is the Possibility of Attainment

Certainty of Attaiument
12. When one visualises in idea a sure attainment of the

result, it is called Certainty of Attainment mtyata phala-prapti).
Attainment of the Result

13. When the intended result appears in full at the end of
events [of a play] and corresponds to them, it is called Attainment

14. These are the five successive stages of every action
begun by persons looking for results.

-XXI. 14)

duty (aharma), enjoyment of pleasure (iam) and wealth (artha).'
8. They are : Beginning (prarambha), Elfurt (mayatna),

(phala-prapto).

it], is called the Efforts (prayatna).

(prapt-sambhria).

of the Result (phala-joya).

7 (0.8) ' K. omits this.
8 (C.10; K. XIX.7). * Cf. DR. I, 19; SD. 324; NL, 57-58.
9 (C.11; K. XIX. 8). ' Cf. DR. 20; SD. 325; NI. 59-60.
10 (C.12 ; K. XIX. 2), + Cf. DR. I. 20; SD. 326; N. 66.
11 (C.13 ; K. XIX. 10). + Cf. DR. I. al; SD. 327; NL. 69-70.
12 (C.14 ; K. XIX. 11).* Cf. DR I. 21; SD. 328; NL. 77.
13 (C.14; K. XIX. 12). 1 Cf. DR. 1. 22; SD. 329; NL. 89.
14 (C.15 ; K. XIX. 13).
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15. Putting together all these naturally different stages

which come together [in a play] for the production of the result

conduces towards the fruition.

Play to begin with the Principal Plot

16. The Principal Plot which has been described before

should be taken up at the Beginning [of a play], for it is to attain
fruition.

17. The Plot should either have all the Junctures (samlhi)
or lack some of them. The [general] rule requires that all the
Junctures should occur in it, but due to a [special] reason some
of them may be left out (lit absent).

Rules about the omission of Junctures

• 18, If one Juncture is to be omitted then the fourth one
goes; in case of an omission of the two Junctures, the third and the
fourth are to be left out, and in cuse of the three to be omitted,
the second, the third and the fourth should be given up.

19. In case of the Subsidiary Plot this rule will not apply ;
for it is to serve the purpose of another [Plot). Any eveit can be
introduced in this Subsidiary Plot, without violating the rule.

The five Elements of the Plot

20. The five stages of the plot such is the Beginning
(arambhre) ete. have five corresponding Elements of the Plot

21. The Germ (bija), the Prominent Point (bulls), the
Episode (patalia), the Episodical Incident (prakari) and the

pralerti), which should be reckoned and applied in proper manner.

THE NATYASASTRA [ XXI. 15-

(artha-pralisti.

Dénouement (liary) are the five Elements of the Plot (itha-

15 (C. 16 ; K. XIX. 14)
16 (C.17 ; K. XIX. 15).
17 (0.18; K. XIX. 16). * Emend vat-kuryam into tat kiryom, See

NL. 442ff. 18 (0.19; K. XIX. 17).
19 (C.20 ; K. X1X. 18).
20 (C.21 ; K. XIX. 19) " Sec DR. I. 19 : SD. 324 NI. 57-58.
* Sec DR. I. 18; SD. 317; NL. 134-135.
2i (C.22; K. XIX. 20). ' See above 20 note 2.
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The Gerin
32. That which scattered in a small measure, expands itself

in various ways and ends in fruition, is called the Germ (bija)
of the Plot.

The Prominent Point
23. That which sustains the continuity (lit. non-separation)

till the end of the play even when the chief object [of the play] is [for
the time being] suspended, is called the Prominent Point (bindi)

The Episode
24. The event which is introduced in the interest of the

Principal Ploti and is treated like it, is called an Episode (patalia).
The Episodical Incident

25. When merely the result of such an event is presented
for the purpose of another (i.e. the Principal Plot) and it has no

26. The efforts made for the purpose of the Principal Plot
introduced Lin play by the experts, is called the Dénouement (kary«).

27. Among these (Elements) that which has others for
its support (lit. purpose) and to which the rest are taken as
subordinate, should be made prominent (lit. chief) and not the
remaining ones.

also a second view about the meaning of the palate as follows : 9a

25 (C.26 ; K. XIX. 24). I As opposed to this, the patioke possesses

•XXI. 27)

Secondury Juneture (annhundla)' it is called the Episodical
Incident (praliari).

The Dénouement

22 (C.23; K. XIX. 21). ' Cf. DR. I. 17; SD. 318; NL. 136-137.
23 (C.24; N.XIX. 22). 1 cf. DR. I. 17; SD. 319; NL. giving a second

vie about the menning of the bindu says:

Ma� lan: (159. 173t.). There is a third view also ; ser NL. 183ff.
31 (C.25 ; K. XIX. 23). * Cf. DR. I. 13; SD. 320; NL. gives

9a. natal marina afa (195.)

continuity. Anubandho nairantaryona pravarlanam (NL. 204).

a Cf. DR. I. 13; SD. 321 NL. 199f.
26 (C.27 ; K. XIX, 25). + Cf. DR. I. 16; SD. 323; NL. 209ff. Read

yastr (vitta, K.) aa rasta, C. NI. reads karyäm for raste.
27 (C.28 ; K. XIX. 26). ' Cf. NL. 234ff.
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Secondary Juncture in the Episode

28. One or more Junctures should be applied in an Episode

(patala). As these serve the purpose of the Principal [Plot] they

called Secondary Junctures (anubalha).
Limit of the Episode

29. The Episode should come to an end either it the

its treatment is for the purpose of something else (i. e. the Prin-

The Episode Indication
30. When some matter being taken in hand (lit. already

thought about), another matter of similar nature (lit. characteris-
ties) is suggested through an accidental idea (ayntula bhar), it is

The First Episode Indication
31. The sudden development of a nosel meaning (eithsan

patti) due to an indireet suggestion, is called the First Episode
Indication

Tbe Second Episode Indication
• 32. Words completely currying double meaning and ex-

pressed in a poctic language, are called the Second Episode Indi-
cation.

The Third Episode Indication
33. That which suggests with courtesy the object (of a playl

in a subtle manner and in the form of a dialogue, is called the
Third Episode Indication.

DR. II, 26-27.

ignores its varieties. But SI). (298-299) follows NS. and dennes them. Ser
NL. 1000-1001. Sagaranandin says that these should not be applied to the

* Sec SD. 300; NI. 1007.

See SD. 301 and NL. 1015.

THE NATYASASTRA [ XXI. 28-

Develoment (garbha) or at the Pause (vinaisa). Why? Because

cipal Plot).

called Episode Indication (pataliastham).

28 (C:29 ; K. XIX. 27). ' Some real anubandha as anusaridhi; ef.

29 (C.30 ; K. XIX. 28). *Emen tasmut into kasmut.
30 (C.31; K. XIX. 29). - DR.1. 14) merely delines the torin and

last Juncture (nirvahana).
31 (C.32 ; K. XIX. 30). 1 Emend gunavalypa" into guna-vitiyupa"

32 (C.33; K. XIX. 31). - Emend vacasilisaya into vacah sitiánya.

38 (0.34; K. XIX. 32). * Sce S. 302; NL. 1021-1022.
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The Fourth Episode Indication

34. Words with a double meaning expressed in a well-knit

poetic language and having a reference to something [other than

what appears at first sight] is called the Fourth Episode Indication.

35. The poetical composition meant to be acted should have
the five Junctures (smulhi) and four Episode Indications pataid-
thanaka)?. I shall next speak of the Junctures.

The five Junctures
36. The five Junctures in a drama are the Opening (mulila),

the Progression (pratimuliha), the Development (yarbha), the

i7. The Principal [Plot] is known to be consisting of the
fire Junctures (santi). The remaining Junctures are to be
supported by the Junctures of the Principal [Plot]'.

The Opening
BS. That part of a play, in which the creation of the Germ

(lija) as the source of many objects and Sentiments takes place,
is called in consideration of its body the Opening (mulchu, lit. face)1

The Progression
39. Uncovering of the Genn placed at the Opening after

it has sometimes been perceptible and sometimes been lost, is called

The Development
40. The sprouting of the Germ, its attainment or non-

attainment and search for it, is called the Development (yarbha)".
The Pause

41. One's pause (ramaisa. lit. deliberation) over the Germ
(beja) that has sprouted in the Development (yarbha) on account

These relate to the Subsidiary Plot.

49

•XXI. 41 ]

Pause (mund.) and the Conclusion (nacahana).

the Progression (pratimukha).

34 (0.35; K.XIX.33). * See SD. 303; NL. 1033.
35 (C.36; K.XIX.34).
86 (0.37; K.XIX.35), * See DR. I. 29-24; SD. 331-332; NL. 458.
37 (C.38; K.XIX.36).
38 (C.39; K.XIX.37). ' Seo DR. I 24-25; SD.333; NL. 536f. quotes. NS.
39 (C:40; K.XIX.38).. * Cf. DR. I. 30, SD. 334; NL. 684f.
40 (C.41; K.XIX.39). ' Cf. DR. I. 36; SD. 335; NL. 710f.
11 (C:48; K.XIX. 10).
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of some temptation, anger or distress, is called the Juncture of that

The Conclusion

42. Bringing together the objects Lof the Junctures] such as
the Opening (mukha) etc. along with the Germ (bija), when they
have attained fruition, is called the Conclusion (nirvalana).

43. These are Junctures of the Nataka to be known by the
producers of a drama. They may occur in the Prakarana and
the other types of plays as well.

Junctures vary in different types of drama
44. The Dima? and the Samavakar® are to have four

Junctures, and the playwright should never make the Pause

45. The Vyayoga and the Thumrga? are to have three
Junctures. There should be no Development ind Pruse

also has no place in them.
46. The Prahasana', the Vithi?, the Ankas and the

Bhana* are to have only two Junctures which should be the

should be the Verbal one (pharatz).

47. These are the Junctures to be adopted by the pro-
ducers in the ten types of play, Listen now about different kinds
of Junctures which also will as it were mark their limits.

' DR. I. 53 calls this avamarsa. Sl). 336; NL. 770ff, gives two more

* See ibid 10717.

THE NATYASASTRA [ XXI, 42

name (i.e. Pause) 1.

(vimarsa) in them.

(avamara = vimarsa) in these two, and the Graceful (liaisi) Style

Orening (mulha) and the Conclusion (nirealm), and their Style

definations of this Juncturo. Read the second heistich
Path a sin tai.

42 (C.43; K.XIX.41). ' Emend the first hemistich as follows :—
CE. DR. I. 48-49; SD. 337; NL. 554 f.

48 (0.44; K.XIX. 42).
44 (C.45; K.XIX.447, 43b). ' Sec NS. XX. 90ff. 2 See ibid 78ff.
45 (C.46; K.XIX.43a, 44b), 1 Sec NS. XX. 84ff. 3 See ivid. 641T.
46 (0.47-48; K.XIX. 15), ^ See NS. XX. 10211. = Seo ibid 1121T.

"Bee bid ost.47 (C.48; K.XIX, 46).
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Subjuncture

48-50. The twentyone Sub-junctures are as follows! : Con-

Alternative Junctures
Ol The events of the Junctures in their respective parts

(pradest) * will in due order support those Limbs [of the Junctures]
by means of their own qualities.

The sixfold nceds of the Limbs of the Junctures
52-53. Expressing? the desired object, non-omission of

any essential item in the flot, accession to feeling in production,
concealment of the objects to be concealed, telling tales of surprise?
and disclosing things to be disclosed are the sixfold needs of the
Limbs described in the Sastra®.

Uses of the Limbs of the Junctures
54. Just as a man without all his limbs are unable to fight

a battle, so a play without the Limbs will be unfit for [successful]
production'

55. A play (lit. a poem) though it may be poor as regards
its theme (lit. meaning) will, when furnished with requisite Limbs,
attain beauty because of the brilliance of its production.

passage more correctly with slight variation. The Sub-junetures (sandhi-
nom sandhi) are to be distinguished from the Secondary Junctures

(sandhinam sandhi) discussed in 50 above. See NL. 923.

•XX1. 05]

ciliation (sama), Dissention (Uheda), Making Gifts (pradano),
Chastisement (dand), Killing (vauha), Presence of Mind (pratyut-
pannamatitva), Blunder in Addressing (gotra-skhalita), Rashness
(sahasa), Terror (bhaya), Intelligence (ilhi), Deceit (maya), Anger
(lirodha), Strength (ojas), Concealment (samaram), Eror (branti),
Ascertainment (avalharant)?, Messenger (luta), Letter (lelha),
Dream (sapna), Portrait (citra) and Intoxication (mcla).

48-50 (C.49-51; K.XIX.191b, 103b). ' NL. 925ff. seems to give this

(anubandha=anusandhi. DR. Ill.26 mentioned in 28 before.
* Read bhavah for vadhah.
51 (C.52; K.XIX.47). ' Pradesa seems to signify Sub-juncture

52-58 (C.53-54; K.XIX.48-49). ' Read vacanam for racano.
¿ Emend ascaryavad abhikhyalam into ascaryarad abhikhyanam.
* C1. DR. 1. 55; SD.407ff.
54 (C.55; K.XIX.49a, 50g). ' Cf. SD. 407ff.
55 (C.56; K.XIX.50a, 51a).



56. And a play having lofty theme, but devoid of [requisite]

Limbs, will never capture the mind of the good [critics] because of

its [possible] poor production.

57. Hence in applying the Junctures [in a drama] the

playwright should give them their Limbs properly. Now listen

about about them [in detail).

58-59. The Limbs of the Opening (mulilia) are; Sugges-

(pheda). Now listen about the Limbs in the Progression'.
60-61. The Limb of the Progression (pratimikla) are :

62-01. The Limbs of the Development (yarbha) are: Miss.

898 THE NATYASASTRA 1 XXI. 66-

The sixtyfour Limbs of the Junetures

tion («pulsepa), Enlargement (parikara), Establishment (parinyasa),
Allurement (vilubhand), Decision (yukiti), Accession (mapti), Settl-
ing (samalhana), Conflict of Feeling (ridhana), Surprise (paribha-
vana), Disclosure (ulbheda), Activity (liarana), and Incitement

Amorousness (vilasa), Pursuit (parisappa), Refusal (cidhut), Pessi-
misin (tapena), Joke (merma), Flash of Joke (marnudlyuta), Moving
Forward (pragumana), Pacification (paryupasana), Sweet Words
(puspa), Thunderbolt (rajra)'.

statement (abhulahartz), Indication (marga), Supposition (rupe),
Exaggeration (maluun), Progress (kranu), Propitiation (sam-
grout), Deduction (mant), Supplication (prärthand), Revelation
(alsipta), Quarrel (total), Outwitting (adlabala), Dismay (niega)
and Consternation (nu/rura).

61-66. The Limbs of the Pause (cinuisa, = arampst) are :
Censure (apucala), Angry Words (samplete), Insolence (ablular)
Placation (suiti), Assertion (nyavasaya), Reverence (prasang),
Rebuke (puti), Lassitade (lileda), Opposition (misedlan),

56 (C.57; K.XIX,51b, 52it). 57 (C.58;K.XIX.52b, 53a).
55-50 (C.59-60; K.XIX.53b, 25 a). 5 Sec DR. I, 25-26; SD. 338; NL.

552ff.
60.61 (C.61-62; K.XIX.55b. 57). ' DR. J. 31-32 reads damana for

lupana; SD. 351. NL. 645ff.
62-64 (C.63-65; K.XIX.58-59). ' DR. 1. 37-38, omits prarthan and

vidravo, idde sambhrama, and gives bripta as itsepa; SD. 365. See NL.
7246. 81-66 (0.65-67; K.XIX.60-61).
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Altercation (virodhana), Sumning up (adana), Concealment (cha-
dana), and Foresight (prarocana).

66-69. The Limbs of the Conclusion are : Junction (sa1-
dhi), Awakening (vibodha), Assembling (gralhana), Ascertainment
(nirnaya), Conversation (pariblasana), Confirmation (dhrti), Grati-
fication (prasada), Joy (ananda), Deliverance (samaya), Surprise
(apaguhana), Clever Speech (hhasana), Retrospect (parva valeya),
Termination of the Play (kavya-samara) and Benediction.(p'as(st2).
These are the sixtyfour Limbs of the Junctures Lin a play)".

Limbs of the Opening
69. I shall now give their definitions in due order?.

Suggestion
Suggestion (upalsepr) is the origin of the object of the play.?

Enlargement
70. Enlargement (parkara) is the amplification of the object

originated'.
Establishment

Describing it (i. e. the object) thoroughly is called Establish-

Allurement
71. The mentioning of good qualities is knownas Allure-

• Emend vidrara into abhidrara. DR. 1. 44-45. omits abhidrara,
khede, musedhand and südand and adds audrava, drava chalane und
vicalana; SI. 378ff. follows Ny. except that abhidrava appears there as
drava; chicana should be emended into sidant; sce NL. 798ff.

66-68 (C.67-69; K.XIX.62-63). ' Emend dynti. See SD. 391 reads
kiti as diti. DR. 1. 49-50 gives dhiti as kili, parvavakya as purvabhava,

dhrti as dyuli, and instead of the first two gives artha and anuyoga.
3 Cr. DR. I. 40; SD. 374; NL. 755.
69 (C.7); K.XIX.64b-95a). * C. reads before this another couplet

which in trans. is as follows : For the development of the Germ, all these
(ie. 64 limbs) should make up the Junctures properly and lave elear
mcanings. This does not occur in K.

* See NL. 506; SI). 338 Cf. DR. I. 27.
70 (C.72; K.XIX.65b-66a). * Sce NL. 569; SD. 340 DR. I. 27.
* Soe NL. 575; SD. 341; DR. I. 27.
71 (C.73; K.XIX.89b-67a). ' See DR. I. 27; SD. 342; NE. 586.

ment (pariayas)"

ment (viloblana)"

upasamhura as kuoyasamhara. NL. 850ff. omits sandhi and vibodha, gives
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Decision
Settling the issues is called Decision (reliti)?.

Accession

72. Accession (prapti) is summing up the purpose of the

Settling (samalhana) is summing up the purpose of the

Conflict of Feelings
73. Joys and sorrows occurring in a situation, is called

Surprise
Surprise (varibhavana) is an excitement giving rise to

curiosity?.
Disclosure

7t. The sprouting of the purpose of the Germ (bija), is

Activity

Taking up the matter in question is called Activity (lavana)?
Incitement

75. That which is meant for disrupting an union is called

These are the limbs of the Opening (unliha).

Limbs of the Progression

I shall now speak of those of the Progression (pratimuila)

= Sce SD. 343; DR. I. 28; Haas translates it differently. SD. 343 and
NL. 593 seem to misunderstand this definition.

See NL. 598-599. DR. I. 28; and SD. 344 follows what seeins to be a wrong
reading of the NS.

THE NATYASASTRA [ XXI. 72-

Opening (mulcha)!.

Scttling

Germ (bija)?.

onflict of Feelings (zillana)'.

called Disclosure (wibheda)*.

Incitement (bheda)

72 (0.74; K.XIX.67b-68a). 'Emend sukhurtha to mukhartha.

2 Sec NL. 605 f. Cf. DR, 1. 28; SD. 345.
73 (C.75; K.XIX.68b-692). ' Sec DR. I. 28; SD. 346; NL. 609-610.
2 See NL. 617; Cf. DR. 1. 29; SD. 347.
74 (C.76; K.XIX.69b-70). ' See SD. 348; NL. 620. Cf. Dh. 1. 29.
3 See SD. 849; NL. 628. Cf. BR. 1. 29.

75 (C.77; K.XIX.70b). ' See NL, 626; SD. 350. Cf. DR. I. 29.
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Amorousness

76. Amorousness (vilasa) is the desire for the pleasure of

Pursuit

Pursuit (parisarpu? is the pursuing of an object once seen
and then lost.

Refusal
77. Refusal (vidhuta)' is not complying with the request

made [by any one].
Pessimism

Thinking about (lit. seeing) some danger [in future] is called

78. The laughter which is meant for sports is called Joke

Flash of Joke
The laughter which is meant for concealing one's fault is

Moving Forward
79. Speaking words which bring in other words after them

is called Moving Forward (prayamana)'.

Appearance of some calamity is called Hindrance (nzrocha)%.
Pacification

80. Conciliating an angry person is called Pacification

defines sama instead of lapana (1.33).

•XXI. 80]

love (rati)"

Pessimism (lapana)?.

(narma)'.

called Flash of Joke (narma-yut)".

Hindrance

(paryasana)"

76 (C.78; K.NIX.71). ' See SD. 352; NL. 650ff. Ct. DR. I. 32.
3 See SD. 353; DR. I. 32-33. Cf. NL. 657.
77 (C.79; K,XIX. 7)). ' Cf.-NL 663; DR. I. 93; SD. 354 has vidita

for vidhuta.
8 Sco NL. 669 Cf. SD. 355 defines it as upiyadardana. DR.

78 (C.80: K.XIX.73). • Cf. DR. I. 33; DR. 356; NL. 1310fT.

gamanam. ff. NL. 676; DR. I. 34; SD. 358.
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Sweet Words

Mentioning some favourable peculiarity is called Sweet

Thunderbolt
81.Harsh words uttered on one's face is called Thunderbolt

Reference
Reference (upanyast) is a remark based on reason.

Meeting of Castes

82. Coming together of the four castes is called Meeting

These are the Limbs of the Progression (pratimuliha).

Limbs of the Development

Now listen about those in the Development (gurbha).
Mis-statement

83. [A specch] founded on deceit is called Mis-statement

Indication
Speaking out [one's] real intention (lit. reality) is called

Indication (marya)?.
Supposition

84. A hypothesis with which novel meanings are combined,
is called Supposition (ripa)'.

Exaggeration
A speech with an overstatement is called Exaggeration

refers to the view of the NS as kecit tu etc.

tiraskaro (concealing the matter expressed), and refers to the view of the

364; DR. I. 35.
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Words (puspa, lit. flower)?.

(vajra).

of Castes (varun-samhara).

(kaputasrayn) '

(ulaliarana)%.

riksam. Cf. NL.. 697; I. 35 SD. 362.
* See NL. 700; ef. DR. I. 35; SD. 363ff. defines it difforently and

82 (C.84; KN.XIX.77). ' NL. 704ff. dofnes it as varnitasyarthas ya

No. as caturnism varnanim sammelanam api kepi varnayanti. See SD.

83 (C.85; K.XIX.78), ' Cf. DR. I. 38; SD. 365; NL. 727.

8 Cf. SD. 366; NL. 730; DR. 1. 38.

84 (C.86; K.XIX.79). ' Cf. DR. I. 39; SD. 387; NL. 735.

• Cf. NL. 738; DR. I. 39; SD. 368.
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Progress

85. Foreseeing of what is coming afterwards, is called

Propitiation

Use of sweet words and gift, is called Propitiation (samgraha)?,

Deduction

86. Perceiving something by the name of a thing similar to
it in form, is called Deduction (anumana)?.

Supplication
Request for love's enjoyment (rati), rejoicing, festivity and

the like, is called Supplication (marthana)?.
Revelation

87. The unfolding [of the Germ] in the Development

Quarrel
An angry speech is called Quarrel (totalin)?.

Outwitting

88. Cheating of a deceitful person is called Outwitting

Dismay
Fear arising from the king, an enemy orn robber is called

Panicky Commotion
89. Flurry caused by fear from the king or fire is called

These are the Limbs in the Development (grabha).

Limbs of the Pause
Now listen about those in the Pause (aramarin = rimars).

69; NI. 740; DR. I. 39.

766.
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Progress (rama) "

(youll), is called Revelation (alisipta) I.

Dismay (udzega)?.

Pinicky Commotion (milava)'.

85 (C.87; K.XIX.80), ' Emend bhavakloo into bhavilalio. CE. SD.
2 Of. SD. 370; NL. 744; DR. I. 40.

186 (C.88; K.XIX.81). * Cf. NL. 746; DR. I. 40; SD. 371.
* Cf. SD. 372; DR. I. 40. NL. 749.
87 (C.89, K. XIX.82). * C. DB. I. 48 has desepa; SD 673 has

ripti=aksipti; NL. 751 has alksipta.

8 (30, K. XIX 8), OT 8D 876, 40, L. A* Cf. SD. 376; NL. 761; DR. 1. 42.
89 (C.91; K.XIX, 84a).• ' Cf. DR. I. 42; SD: 377. Ng
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Censure

90. Proclaiming anyone's fault is called Censure (apavaila).?

Angry Words

Words spoken in anger are culled Angry Words (sampheta)?.
Insolence

91. Trangression• of the superiors is called Insolence

Placation
Allaying of disagreement [with anyone] is called Placation

Assertion
92. A promise made on account of some reason is called

Reverence

Mentioning one's superiors is called Reverence (prasanga)?.

Rebuke
93. Words spoken in contempt are called Rebuke (dyutz)".

Fatigue arising from a mental effort is called Lassitude (liheda).

Opposition

9t. Obstruction to onc's desired object is called Opposition

Altercation

Speaking and counter-speaking in excitement is called

D. 383.

84) 838, and SD. 386 has praliseaha in place of this.
840; SD. 387.
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..

(abhi-drava).

(éalti)".

Assertion (vyarasaya)"

Lassitude

(nisedha)?.

Altercation (virodhana)ª.

90 (C.92; K.XIX.84b-85a). ' Sce NL. 801; Cf. DR. I. 45; SD. 378.

3 Sce NL. 807, Cf. DR. I. 45; SD. 379.

91 (C.93; K.XIX.86b-862). ' Emend vidrava into abhidrava. Ser

NL.813. SD.381 and DC. 1. 45, has drava in place of abhidrava.

* Emend virodhopagamo into virodhopasamo; cf. NL. 819; DR. I

! (C.94; K. XIX.87a-86b). 'Emend praliudosa into pralijnühetu
A: SD. 380 DR. 1. 47.

1. 46; SD. 384. NL. 826 defines differenely.
XIX.90b.). / Cf. NL. 829; DR. I. 46, SD.382; SD. 385.

• SD. 385.

° Cf.
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Summing up

95. Bringing together (lit. attaining) [all aspects] of the

Germ (bija) and the action is called Summing up (adana)?.

Humiliation

Putting in insulting words for some purpose is called

96. That which represents the Conclusion (samhara) [in

The Limbs in Conclusion

Now• listen about those in the Conclusion (sunliara =

Junction
97. The coming up of the Opening (mullu) and the Germ

Looking duly for
Awakening

Assembling
98.• Intimation of [the various aspects] of the Dénouement

is called Assembling (grathana)!.
Ascertainment

Declaration of facts personally known is called Ascertainment

Accusation
99. That which is said to blame some one, is called

cholana for sadina SD. 390 also has chadana wrongly,

DR. I. 51; SD. 392.

defines the Limb differently,
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Humiliation (sadana)%
Foreight

advance] is called Foresight (prarocana)'.

These are the limbs in Pause (vampya = vimaria).

nirvahana).

is called Junction (samlhi)1.

Awakening (vibodha)?.
the Dénouement (carya) is called

(minaya) I

Accusation (paribhasana)".

95 (C.97; K.XIX. 99), * See NL. 844, DR. I. 48; SD. 389.
3 Emend chidana into sadana. Sce NL. 848. DR. I. 46 has wrongly

96 (C.98; K.XIX.88a, 9la). ' Sec SD. 388; NL. 850. DR. I. 47.
97 (0.99; K.XIX. 91b-92a). ' Emend sukhabijo into mukhabijo; of.

2 Cf. DR. I. 51; SD. 393.

98 (C.100; K.XX1.92b-93a).• ' Cf. DR. I. 51, SI. 394; NL, 864
• Cf. S. 895; DR. I. 51; NL. 870.
99 (C.101; K. XIX.93b-94a).• ' Cf. NL. 873; SD. 398, DR. 1. 82
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Confirmation

Turning to use (lit. conquering) the object gained is called

100. Treating one with waiting upon or the like, is called

Joy

Attaining objects [of one's desire] is called Joy (ananda)?.

Deliverence
101. Passing away of all misery, is called Deliverance

Surprise

Appearence of something wonderful is called Surprise

Clever Speech
102. Words mentioning conciliation, gift and the like ac

Retrospect
Retrospect (nerva valja)? is to be understood is a reference

to something spoken before.
Termination

10:3. Giving and receiving of a boon is culled Termination

Benediction
[A prayer seeking perfect] peace to the king and the country

is called Benediction (prasasti)?.

10t.With a view to introducing Sentiments (ruse) und

THE NATYASASTRA [ XXI. 100-

(dhoti)".
Gratifcation

Gratification (prasada)!.

(samaya) !.

(upaguhana)".

called Clever Speech (bhasana).

(liarya-samhara)'.

? Emend dyuli into dhiti Cf. DR 1. 53; SD, 397.
100 (C.102; K.XIX.94b-95a), * Cf. NL. 879; SD. 398; DR; I. 52.
* Cf. NL. 881; SD. 399; DR. I. 52.
101 (C.103;K.XIX.95b-96a). * Cf. DR. I. 52; SD. 400; NI, 883.
• Cf. NL. 889; SD. 401; DR. I. 53.
102 (C.104; K.XIX.96b-97a). ' Cf. SD. 102; DR. I. 53. NL. 891.
* Cf. NL. 891; SD. 403.
103 (C.105; K. XIX.97a-98a). ' Sec SD. 404; ef. NL. 893, DR. I. J%.
" Read nipo-desa. Ct. SD. 405, NL. 895, DR. I. 54.
104 (C.106; K.XIX.08b-994). ' CF. SD. 406; NL. 906.
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States (bhava) an expert playwright should insertall these
Limbs into appropriate Junctures of his work.

105. Considering [the scope] of the Action or its condition

he may sometimes insert all the Limbs or a combination of two

or three [of them] into the Junctures"

Five Explanatory Devices

106. The Supporting Scene (vishambhaka!, the Intimating

The Supporting Scene
107. The Supporting Scene (vishambhaka) should employ

the middling" male characters, relate to the opening Juncture

108. The Supporting Secne is of two kinds; pure and
mixed. Of these the pure is made up of the middling characters
and the mixed of the inferior and the middling ones.

The Intimating Speech
109. When some points are explained by a superior, mid-

ling or inferior character from behind the curtain, it is called the

translates arthopaksepaka as "Intermediate Scenes", see p. 38. But the
'Explanatory Devices' are all not complete scenes but parts of scenes,
vide infra.

relates to the Prakarana and the Nataka only). It seems that such was
the case at a later stage of the development of Indian drama. First it
related to the Nitakas only.

* For a definition of the middling character seo NS. XXXIV. 4
" According to this direction the viskambhaka at the beginning of

Pañce, would lue an ideal one.

-XXI. 109 ]

Speech (culilia), the Introductory Scene (pravesalia), the Transi-

tional Scene (riliavatara), and the Anticipatory Scene («iam:lu)
are five Explanatory Devices (arthopalisepala)'

(muliustnilli) only of the Nataka, and it is [to bel graced (lit.
retine) by a priust, minister or Kaicukin (armour-bearer).

Intimating Speech (culilia).

105 (C.107; K.XIX.99b-100a). ' See above 104 note 1.
106 (C.108; K.XIX,104), ' Cf. DR. I. 58; SD. 308. NL. 393. Hass

107 (C.109; K XIX.105). * Cf. SD. 308; DR. 338; DR. I. 59 Emend
vi kambhakas lu samskita into viskimbhakah samskilal NL. 362 f. quutes
the view of Carayana as follows: Hate azafan fawwa sit. (Vikambhaka

108 (C.110; K.XIX.106).
109 (C.II; K.XIX.107). ' Cf. ND, 414 f., 438f.; DR. I, 61; SD. 310.
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The Introductory Seene

110. The Introductory Scene (pravala) in relation to the

Nataka and the Prakarana, is to occupy a place between two

Acts and to treat the summary of the Prominent Point (bindu)?.

111. The Introductory Scene should be known as not con-

sisting of the exploits of the superior and the middling characters
and there should be no exalted speech in it, and its language
should be Prakrit!.

The Transitional Sene

112. As in practice it falls between two Acts or within an

Act, and relates to the purpose of the Germ (luja), it is eulled the

The Anticipatory Scene
113. When the detatched beginning of an Act is summa-

rised beforchand by a male or a female charcter, it is called the

114-117. The playwright should write i Natiki having

309. C. gives oue additional couplet after this. But this (not occuring in
K.) seems to give no new information.

The def. is not very clear. The ankavatora seems to furnish an indication
of the subjeet-matter of the nest Act. An example of this seems to be

the dialogue of tho Ceti and Vasuvadatt at the end of the Act Il. oi
Svapna. This relatrs to the making of a garland by Vasavadatti.

subject-matter of the next Act which treats Avinaraka's entry into the
royal harem.

to plays other than of the Nataka and the Prakarana types. Examples of
this are perhaps the specches of the Bhate in the beginning of the Karạn,
and of the Dutaglia., The rcason for the above assumption is that

62; SD. 312, 313; NL. 408.
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Transitional Scene (aniavatara).

Anticipatory Scene (animukha)'.
An idcal Niitaka

110 (C.112; K.XIX.108). ' Cr. DR. I. 60-61; SD 309; NL. 307ff.
111 (C.113; K.XIX.109). ' See NS. XX. 32. CS. DR. I. 60-61. SD.

112 (C.115; K.XIX.110). ' Cf. DR. I. 62.63; SI. 311; NL. 398-399.

Another orample may be Avimarake speaking qa; guit: 1 saur nazai gia-
�1: 11. 5-6. This gives a cluc to the

118 (C.116; K.XIX 111). ^ The ankamukha secms to relate mostly

the rules prescribo uiskambhaka for Nitakas only (sce 107), and
pravesakas for both Natakas and Prakaranas (see 110). Cf. DR. I.

114-117 (C.117-120; K.XIX,112-715),
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[different] Styles and minor Limbs (pratyanga)', Episode Indication

many Sentiments"', topics of many enjoyments, exalted speeches,
characters of great people, description of good conduct, and it should
be popular, wellknit in its Junctures, easy for production [on the
stage], composed with soft words and capable of giving pleasure.

118. The condition of the world arising from the happiness
and misery and connected with the activity of various people should
find a place in the Nataka.

119. There is no wise maxim, no learning, no art or craft,
no device, no action that are not found in the drama (natya)".

121). And the human nature with its joys and sorrows
depicted through the means of representation such as Gestures,
[Words, Costume and Temperament | is also called a drama (natija).

121. A mimicry of the past exploits of gods, sages, and
human beings should be also called a drama.

ganyate) by the actors who atter suppressing their own nature
make [for this purpose] various morements of their different limbs,
it is called the Nataka.

•Pratyange has not bren defined anywhere. It is possible that
the reading is corrupt.

before 20f. * See before 6fT. 5 See before 35f.
• See before 48ff." See before 58l.

' See NS. I.120

122 (C.125; K. XIX.120). * This very elearly defines the artistic

character of drama.

•XXI. 122]

(pataka)?, Explanatory Devices (athapratikriya)& arising from the

latisanus®, Gunas (excellence)? and figures of speech (alamliara.)1°,

122. As [thir] is represented (abhiniyate) and interpreted

= Patikis horo stands for patiski-sthunaka just as "Bhima" for
"Bhimasena", see above 30ff.3 Arthapratikriyu is only a synonym of arthaprakari. See

& Sce NS. XVII. If.
• Sec NS. XVIL.96ft. 1º See NS. XVII. 43ff." Se NS. VI.
118 (C. 121; K.XIX.116). • Cf. NS. I.120
119 (C.122; K.XIX.117). I See NS. I.116
120 (C.123; K.XIX.118). I Seo NS. I.121
121 (C.124; K.XIX.119).



400

123.The Nataka is to be so composed as to include all

States, Sentiments, inclination to all deeds, and the various condi-

tions [of men and nature]'.

124. The various arts and crafts produced by human beings

may be applied in the Nataka' in their endless forms!.

125. One is to construct a Nataka [only] after observing

the human character, strength and weakness of men, their [mode
of enjoyment and reasoning?.

126. In succeeding ages men will be difficient in wisdom ;
hence those who will be born [after us] will have small learning

and intellect.
127. When the world deteriorates, men's intellect, activity,

[production of] crafts and skill in arts will dwindle.
123. Hence after observing the strength and the weakness

of human feeling, one should compose the Nataka with pleasent and
ensily intelligible words.

129. The plays (lit. poems) which contin harsh, words
like erkridite is repulsive (it. do not shine) like a courtezan in the
company of a Brahinin bearing a Kamandalu.

130. O Brahmins, I hare spoken about the Plot with its
Junctures and Limbs. I shall hereafter speak of the characteristics
of the Styles.

which treats of the Limbs of the Junetures.

ters in a drama.

129 (C.132; K.XIX.127). 1 Bhasn actually uses the root of this verb

THE NATYASASTRA [ XXI. 123-

Here ends chapter XXI of Bharata's Natyasastri,

123 (C.126; R.XIX.121). 1 Cf. NS. 1.113
121 (C.127; K.XIX.122). ' Emend ekakarma into lokakarma.
125 (C.128; K.XIX. 123). 1 This puts emphasis on depicting charre-

126 (C.129; K.XIX.124). 127 (C.130; K.XIN.125).
128 (C.131; K.XIX.126).

form in his Avi. (III.18.0).
13 / (C.133; K.XIX.128).



THE STYLES

The origin of the Styles
1. I shall now explain in detail (lit. from the beginning) the

rise of the Styles (ntli) and Lin relation to them] the origin and

the formation of dramas
2-3. When the lord Acyuta (Visnn) after reducing the

universe into a single [rast] ocean and compressing the creation
[into a secel] by his supernatural power, was lying on the couch of
snake, the two Asuras Madhu and Kaitabhe maddened with the
pride of their strength challenged the god at once for battle?.

4-5. These two, after making gestures of challenge, (lit.
rubbing their arms) fought the imperishable lord Visnu (phul-
blavana, lit. the creator of beings) with their fists and legs (lit.
knees), and while doing so they also assailed him (lit. one another)
with harsh words and shook as it were the occan with their

reviling speech?.
The origin of the Verbal Style

6-7. Hearing the various [abusive] words of these two who
were threatening* (Visnul, Drubina (Brahman) was slightly per-
turbed in mind and said, "Is it the bharat talli that start with
these words for the fighters and goes onincreasing stage by
stage? Kill the two [at once]"

8-10. Flearing these words of Pitamaha (Brahman),

three worlds into 'a singlo ocean' occurs in the Kim. VII. 72; Kurma

with the theft of the Vedas. Ram. VII. 72. See JK. under Kaitabha

CHAPTER TWENTYTWO

Machusudana (Visnu) said, "Yes, I have made this bart rotti

1 (C.1; K.XX.1). ' Sagaranandin explains the vilti as follows :

N�. 1044f.

2-3. (C.2-3; K.XX.2-3). " The story of Niriyana's reducing the

P. XII. See JK. under Vignu (8) and Narayana (8).

1-5 (0.1-5; K. XX.4-5). ' Madhu and Kaitabha charged Narayana

6-7 (C.6-7; K.XX.6-7). ^ Emend garjatol into tarjatol! (tarjatüm, K).
8-10 (C.8-10; K.XX.8-10).

51
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for the purpose of my work. It will be the bharate intliof the

speaker, in which words will preponderate. I shall kill these two

Asuras today". So saying Hari (Visnu) with his perfect gestures!

and Algaharas? severely fought these two Daityas who were
experts in the method of battle.

11. At that time Hari's pacing with the Sthanakas' on the
ground created a great bharr (burden) on the earth (blami); the
bharate rotti (Verbal Style) was built on that (bhara)?.

The origin of the Grand Style
12. And at that [very] time, by the rebounding of the bow

named Suriga which was intensely brilliant, steady and full of

The origin of the Graceful Style
13. When Lin course of fighting the god moved sportively

vetti (Graceful Style) was madel
The origin of the Energetic Style

14. Then from the various personal combats which were
full of energy and excitement, and which entailed various Curis

15. Whatever acts the god Brahman observed as arising
out of the different Styles (retti), were associated by him
(Druhina = Brahman) with words suitable to their meaning

16. When the two Asuras Madhu and Kaitabha were killed

3 See NS. IV.19-27, 170ff.

* This is a clear instance of folk-etymology and does not really
explain the origin of this Style. It possibly comes from tho Bharata

' See abova ll note 2.

THE NATYASASTRA [ XXI. 11-

much sattia (strength) the satleate ertti (Grand Style) was madel.

with various Angaharas and tied up his silha (esu?) the liaisile

the Energetic (arabhali rotti) was made

by Har (Visnu) Brahman spoke to him (Nariyana = Visnu) who
was the subdduer of foes («rimlama)

angach here means angikath and angahurai!

11 (C.11; K. XX.11). ' See NS. XI. 49f.

tribe ; see NS. I. 41 f.n.
12 (C.12; K.XX.12). T See above ll note 2.
13 (C.13; K.XX.13). ' See above 1l note 2.
14 (C.14; R.AX.14).

. 15 (C.15; XX,K.15).'Emend pralyapujayal into pratyagojayal.
• 16 (C. 16; K.XX.16).
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The origin of the Nyaya

17-18. O god, thou hast killed the Dänavas With various
clear, expressive and graceful Angaharas; hence this method of
personal combat applicable] in throwing all kinds of missiles in
this world, will be terned as Nyãya'.

19. Even this fight made with the Angaharas which arose
from the Nyayas and observed them (Nyayas) [in practice] will be
called the Nyaya'.

20. Then the high-souled Druhina (Brahman) gave over to
the gods this Style full of various States and Sentiments, [for its
use] in the production of plays.

21-22. The nane Style (irti) was made a repository of the
various States and the Sentiments.And whatever was made and
in whatever manner, the exploits of the god (Visnu) were utilised
by the sages in fashioning the similar Styles arising from the
Words and the Gestures which have their origin in materials taken
from the four Vedas*, and which also have Words and Gestures as
their chief characteristics.

23. These Styles which were desired, wellborn and full of
various Caris, were again, taken by me at Drubina's command,
for the purpose of making plays (lit poem)?.

from the Sama Veda and the remaining one (i.e. the Energetic or

25. The Style which is to be applied by the male characters
and not by females and which gives prominent place to speeches

24 (C.24; K. XX.34). ^ This is is different story about the origin of
the oritis. See before 2-14.

-XXI. 25 ]

24. The Verbal Style (bharate citt) was from the Rgveda,
the Grand (sativati) from the Yajur-veda, the Graceful (linisil)

(arabhali) from the Atharva [Veda]'

17-18 (C.17-18; K.XX.17-18).'See NS. XI. 74ff.

19 (C.19; K.XX.19). * See NS. IV. 170ff.

20 (C.20; K.XX-202, 21a).
21-22 (C.21-22; K.XX.21b-23a). 'Emend nilyaveda into calurveda.
23 (C.23; K. XX.20b, 23b). 'Emend 23a as follows. gafier galat

25 (C.25; K.XX.25).
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made in Sanskrit, is used by the eponymous bharatas (actors) as

The four varieties of the Verbal Style

26. It has four varieties such as the Laudation (pravo 'and),

the Introduction (amukha), the Vithl and the Prahasana, and

thesc have became its component parts (anga)".
The Laudation

27. The Laudation (prarocana) in the Preliminaries is to
attain success, prosperity, good luck, victory and removal of all sins.?

The Introduction
28-29. That part of a play where an actress, the Jester or

the Assistant has a talk with the Director on some relevent topic,
and they use interesting words or adopt any type of the Vithi or
talk in any other way is called the Introduction (amukla)'. I
shall speak in detail about its five varieties (lit. clements).

The five varieties of the Introduction
30. The Accidental Interpretation (ilyhatyalia), the Open.

ing of the Story (lathoghala), the Particular Presentation (prayo-
gatsya) the Personal Business, (practiala) and the Transferrence

31. Of these the characteristics of the Accidental Interpre-

mentioned by me. I shall now speak in detail of the characteristics
of the rest.

Opening of the Story
32. [That Introduction] in which i character enters [the

stage] taking up a remark of the Director or its meaning, is called

" NG. 1054H. DR. 1I. 5 ; SD. 271, AP. modifies this def. by adding

THE NATYASASTRA [ 8XI, 26-

Wharati (Verbal)'.

(recalgita) are the five varieties of the Introduction (amuliha).

tation (mlyhatyala) and the Transferrence (neulgita) have been

the Oponing of the Story (liethughat) '

striyulili prikitoktiti, Haas, on DR. IlI. 5 (p.81).
26 (C 26; K.XX 26), ' Cf. NL. 1008-69; DR. III. 5 ; SD. 285.
27 (C.27; K.XX.27). • Cf. NL. 1070-71ff; DR. III. 6 ; SD. 286.
28-29 (C.28-29; K. XX.28-29). ' Cf. NL.1178-81, DR. III. 7 SI. 296.
30 (0.30; K.XX.30). ' CF. NI4. 11-88-89 DR: III. 8, SD. 287.

31(631 56 NX 18 11 6 1 19 3D I l
32 (C.32; K.XX:32). ' Cf. NL, 1196; DR. JII. 9; SD. 289.
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Particular Presentation

33. When, over this production [of the Introduction] the
Director imposes another production and then a character enters
[the stage], it is called the Particular Presentation (prayogatisaya). '

Personal Business

34. [The Introduction] in which the Director speaks on

some business in hand and taking cue from this (lit. with its help)
i character enters the stage, it is called the Personal Business

35. Taking up one of these types and skilfully giving double
meaning to it, the wise [playwright] should construct the Introdue-
tion by freely assembling diflerent charieters".

36. The wise are thus to know the Introduction with differ-
ent bases?. The characteristics of the Vithi? and the Prahasana
have been mentioned before.

37. These are the eight different aspects (lit. meanings) of
the Verbal Style I spoke of. I shall now explain the rules of the
Grand Style (saltiali) with its characteristics.

The Grand Style
38. The Style which is endowed with the salleute quality, •

the Nyayas, metres, and his exuberance of joy and an under-
current of the State of sorrow', is called Grund (saltrati;?.

30. The Grand Style is known to consist of representation
by Words and Gestures, ind of strength in speeches ind aets
showing the rise of spirit.

varieties of Amukha. See bofore 26-30.
38 (C.38; K XX.34). ! This shows that no pathetic subject-matter

should find a place in this Style..

- XXI. 89 ]

(practiaka)'.

33 (C.33; K.XX.33). ' Sce NI. 1201-1202; DB. III, 11; SD. 290.
34 (0.36; K.XX.32). ' Cf. NI. 1214-1215; SI. 291; DR. II. 10.
3õ (0.35; K.XX.35). 'jeo actress, lester or the Assistant. See 28

#bove.
36 (C.36; K.XX.36). ' Encud vichdhiragam into rividhusrayan.
• See NS. XX. 1llff. & Sica NS. XX. 1011F.
37 (C.37; K.XX.37). * Prarocuri, Vithi, Prahasan and five

a See NE. 1234ff. SD. 416. DR. II. 53.
зУ (С.39; K.XX.39).
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40. It is to contain the Sentiments such as Heroic (vira),

the Marvellous (aubhuta) and the Furious (raudra) and to a small

characters in it should be mostly majestic and defying one another!.
The four varieties of the Grand Style

41. It is known to have the four varieties such as challenge

Challenge

42. One's rising up with a view to conflict after saying "I

um getting up (for battle, now] show me your own prowess" is

Change of Action
43. If after leaving the thing which caused the rising

up, one takes to other things due to some need, it is called the

Harsh Discourse
41. Various kinds of words containing abuse or insult

whether these arise from a challenge or not, are called Harsh

Breach of Alliance
45. The stopping of an alliance for the sake of a friend,'

money or due to an accident or (one's own fault, is called Breach

46. These are the eight meanings of the Grand Style that
I spoke of. I shall hereafter describe the characteristics of the

scens to be corrupt, also ef. DR. 11. 54; SD. 416.

* CF. NL. 1298-1299; DR. II. 55; SD. 417.

samlapaka and the four kinds of samghita. Sce before 41, 44, 45.

THE NATYASASTRA [ XXI. 40-

extent (alpa) the Pathetic (labrunn) and the Erotic (érngara), and

(utthapaka), Change of Action (parivartalia), Harsh Discourse

(samlapalia) and Breach of Alliance (samghata)*.

called the Challenge (utthapalia)?.

Change of Action (parivartalia)?.

Discourse (samlapali)'.

of Alliance (sanghata)?.

Graceful Style (aisil ortt).
----

40 (C.40; K.XX.40). ' See NL. 1271-1273).
41 (C.41; K.XX.41). ' Cf. DR. 11. 53 SD). 416, NE. 1274ff
42 (C.42; K.XX.42). ' Cf. NL. 1276, 4278. The text on this point

43 (C.43; K.XX.43). ^ Cf. DR. II. 55; SD. 419; NI,. 1279-1282.
+ (0.44; K.XX.14): / Cf. DR. II, 54; SD. 418, NL. 1288.
15 (C.45; K.XX.45). ' Read mitrartha-karya.

46 (C.48; K.XX.46). ' Ulhapaka, parivartlaka, the two kinds of
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The Graceful Style

47. That Style is called Graceful (luisile) which is
specially interesting on account of charming costumes worn
by [ramatis personael mostly women, and in which many
kinds of dancing and singing are included and the themas acted
are practices of love and are connected with (lit. arising from) its
enjoyment'.

Tho four varieties of the Graccful Style
48. The Graceful Style is said to have the four varieties

such as Pleasantry (narman), Beginning of Pleasure (narma-
Covert

The three kiuds of Pleasantry
49. The Pleasantry (narma) which abounds in remarks

made in jest, is of thice kinds: that based on love, that with pure
laughter and that having Sentiments other than the Heroic.

50. The Pleasantry (murman) is known as concerned with
acts of jealousy and anger, words of rebuke, self-reproach and
deception of others.

Beginning of Pleasantry

51. The Beginning of Pleasantry (nama-sphurja) is to be

known as the first meeting [of lovers] in which words and dresses
exeiting love [are in evidence] but which ends in fearl.

Unfoldment of Pleasantry
52. The Unfoldment of Pleasantry (narma-sphoba) is the

cause of the Sentiment contributed by small fraction of different
States (blavo) and not by any State as a whole'.

but the def. of the NS. as well has been referred to.

-XXI. 52]

plarja) Unfoldment of Pleasure warma-splot) and
Pleasure (narma-garbha)?.

17 (C.47; K.XX.17). ^ Cf. SD. 411; DR. II. 47; NL. 1304ff.
48 (C.48; K.XX.48). / Cf. DR. II. 48; SD. 411; NL. 1308ff.!
49 (C.49; K.XX.49). ' Cf. DR, II. 48-50; SD. 412; NL. 1310 defines�arma toll�� ті віта;
50 (С.50; К. XX.50).
51 (C.51; K.XX.51). ^ Cf. NL. 1342-1343; DR. II. 51; SD. 413.
52 (C.52; K.XX.52), ' Cf. DR, II. 52; SD. 414; NL. 1836 f.
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Covert Pleasure

53. When the Flero acts incognito out of any necessity

through his qualities such as intelligence, good] appearance and
affection, it is called Corert Pleasure (narma-garblu).

5t. These are the eight lifferent meanings of the Graceful
Style that I was to speak about. I shall hereafter describe the Ener-
getic Style (arabhabi) which is concerned with laughty Scntiment."

The Energetic Style
55. The Style which includes mostly the qualities of a bold

person (arabhaly) such as speaking many words, deception,
bragging and falsehood, is to be known as Energetic (rabhati)".

56. The Style in which there is a representation of falling
down?, jumping, crossing over, deeds of magic and conjuration, and
various kinds of fighting, is called Energetic (arabhut)?.

The four varioties of the buergotic Style

Compression
58. Compression (simlisiptuka) is furnished with workman-

ship (silp) in the true souse of the words and it includes the

f. C. adds an additional dcl. (C.54) of this, but it is wanting in K.

verbal duel.

corrupt. Emend this to vastra".
= Sce above 56 note 2. C. adds one more def. (C.58) of irabhati

but this is wanting in K. Iu trans. it will beas follows: That which
includes excitement due to an application of the sixfold policy (sal guna),
running away due to deception of the enemy, and that which relates
to [material] gain or loss, is callel the Energetic Style.

THE NATYASASTRA [ XXI. 53

57. It has varieties such as Compression (samlisiptalia),
Commotion («capato), Raising Various Feelings (rastalthapana)
and Conflict (samplete).

53 (C 53; K.NX.53). ' According to Sagaranandin Trabhal is an
aiga of the Gauli willi: NI. 1385. Ct. DR. 11. 52; SD. 415; ND. 1338

54 (C.55; K.NN.54) " The three kinds of narma, the three kinds
ol marma-garbla and narma-pharia and narma-sphota.

55 (C.56; K.XX.55). ' 'Nany words' probably mean altereation or
3 Cf. NL. 13-48 ff. DR. II. 56-57; SD. 420.

56 (C.57; K.XX.56). The reading prasti® in prastava secms to be

57 (C.59; K. XX.57). ' Ct. NL. 1356 f. DR. II. 56-57. SD. 420.

Rive ate i santi ka. DR. I. 87-58, SD. 82, ND. 1958 r.
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presentation of model works (misla) drawings, and dresses, and

relates to some condensed matter.
Commotion

59. Commotion (avapata) is known to relate to the
occurrence of fear and jubilation, panic, flurry, many kinds of
speaking, quick entrance and exist?.

Raising the Theme
60. That deed which is represented as being connceted with

panic or no panic, and includes a combination of all the Sentiments
is called the Raising the Theme (rastutthanana)".

Conflict
61. Confliet (sampheta) is known to include excitement,

many fights, personal combats, deception, split and [mutuall
striking of weapons?

62. These are the Styles to be reckoned by the wise in
connexion with the drama. Now listen about their application in.
lifferent Sentiments, which I am going to tell you.

Styles according to Sentiments
63-64. The Style in the Erotie and Comic Sentiments

should be Graceful and in the Heroic, the Furious and the
Marvellous Sentiments it should be Grand. And in the Terrible,
the Odious and the Furious Sentiments one should use the
Energetic Style, while the Verbal Style is applicable in the
Pathetic and the Marvellous Sentiments.

65. I have spoken properly about the Histrionic Represen-
tation dependent on Words, Gestures, Temperament and the Styles.
Now I shall treat of the Costumes and the Make-up used in the
production of plays.

which treats of the Styles.

SD. 410. C. repeats after this two couplets from the Ch. VII. (118-119).

52

-XXII. 65]

Here ends Chapter XXII of Bharnta's Natyadistra

59 (C.61; K.XX.59). ' Cf. DR. I. 59. SD. 423; NL. 1368f.
60 (C.62; K.X.X.60). * Cf. DR. II. 59, SD. 420; NL. 1372f,
61 (0.63; K.XX.61), ^ Cf. DR. II. 50; SD. 121; NI. 1380f.
82 (C.64; K.XX.62).
63-61 (C.65-66; K.XX.63-61). CF. NL. 1059-1562. DR. II. 62;

65 (C.69; K.XX.65),



CHAPTER TWENTYTHREE

THE COSTUMES AND MAKE-UP

Necessity of the Costumes and Make-up
1. I shall similarly speak in due order, O Brahmins,

about the Costumes and Make-up; for the production [of a playl
depends on this?.

with the rules of the Costumes and Make-up (nepathya)s. Anyone
who wishes for the success (lit. swell-being) of a drunatic
production should pay attention to these?.

3. The dramatis personae are of difierent types". Indicated
first? by their Costumes and Make-up they accomplish the repre-
sentation without much effort by means of Gestures and the likr.

Four kinds of the Costumes and Make-up

4. The Costumes and Make-up (nepathya) are of four

kinds: model work (pusta)', decoration (alamliara), painting

The four kinds of model-work

5. [Of these] the model-work is of three kinds and of

various forms. They are : the Joined Object (sandhima), the Indi-

cating Object (va/ma) and the Wrapped Object (vestima).

6. The model work which is made up of mat, cloth, skin and

the like, is called the Joined Object (sandhim)'.

p. 429).

2. The Extrancous Representation (aharyabhiinaya) deals

the limbs (angu-acana) and living creatures (sanjien).

1 (C.1; K.XXI.1). ' K. reabs Ib differently.
2 (C.2; K.XXI.3). ' C. reads after this an acklitional couplet.
3 (C.4; K.XXI.2). 1 Nanavasthananabhati yu sokidya nine

bhutasrayas ca (Ag. p. 429).
2 Read purvam (purva, (.) nepathya-sucitah (sacikah, Co sadhital!)
1 (C.5; K.XXI.4). ' K. mukla for pusta.
'E, nutyângo-racana for tathin ga-racano.
5 (C.6; K.XXI.5), ' Cestimah, C. for vestimah, K.
6 (C.7; K.XXL.6). ' Sandhimah-sandhonalayu nirvillah (Ag.
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7. That which is made by means of a mechanical device

(puntia) is called an Indicating Object (wyajim)' and that which is
produced by wrapping, is called a Wrapped Object (ustima)3.

8. Hills, carriages, loity palaces, shields, armours, banner-
staffs and elephants' which are constructed for use in a dramatic
performance are called model-works (pusta).

Decorations
9. Decorations («lemkar) are known to consist of flower-

garlands, ornaments and drapery which are
different parts of the (human] body.

Garlands

Four kinds of ornament
11. Ornaments of the body are known by the wise to be of

the four kinds : that to be fixed by piercing the limbs (avelhya)",

that to be put round (aropya)?.
Piercing ornaments

12. [Of these, the ornaments] to be fixed by piercing the
limbs are ear-rings (lundula) and other ear ornaments.

Tied-up ornaments

corrupt.

•XXIII, 18]

ditterently used on

10. Garlands are of five kinds : eneireling (restil)', spread-
up (vitata), grouped (samghala)", tied-round (granthima), and
hung-down (pralambita).

that to be tied up (bamhanya), that to be worn (pralisepya), and

And those to be tied-up (banhana) ire the girdles (sion-
sutra) and the Angada (arm-band).

7 (0.8; K.XXI.7), 1 Vyajimah ayjah, sutrasyäkarsakadirapah
esepas tena nirvilto vyujimah (Ag. p. 430).

• Read 7b as dera da aza aleri a galsa:. Ag. (p. 430) explains
vestimah as follows: upari jatu-sikslidini vestanena nirvrllo vestimal.

8 (C.9; M.XXI.8). ' Emend nagah into nögüh.
9 (C.10; K.XXI.9).

10 (C.11; K.XXI.10). • C. cestitam.

" K. tepilam for samghatye. Ag. with C.

11 (C.12; K.XXI. 11). " C. avedya.

" К. йторуска, С. аторока.
12 (C.13; K.XXI.12). ' The rending of 126 seems to be aligatly
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Worn ornaments
13. The ornaments to be worn (pralsonya) are the anklets

Put-round ornaments

And those [ornaments] to be put round (aropya) are the

golden neck-chain (hemasutra) and necklaces (hara) of different

kinds.

Ornaments according to habitation and tribal origin

14. I shall now speak of the varieties of ornaments of

men and women according to their habitation and tribal origin.

Ornaments for males :
Head ornaments

are called ornaments of the head.

Ear ornaments

ear-top (kila) are ornaments of the ears.

Neck ornaments

[gold] thread (sutra) are ornaments of the neck.

& To be worn in the lower lobr of the car. Kundalam adhara-

"To be worn in the hole in the middle of the rar. Mocakal.

.. " Anguli-mudra- In later times the two members of this compound
word. (aiguliya and mudri) gave rise to two different synonyms for
the objuct (ring) denoted by it.

THE NATYASASTRA [ XXIII, 19-

(пирича) as well as the wearing apparels.

15. The crest-jewel (rudamani)' and the crown (mukul

And the ear-ring (undula)%, Mocaka (eu-pendant)* and

16. The pearl-neckluce (mulitaculi) the Harsaka' und the

13 (C.14; K.XX1.13). 14 (C.15; K.XXI.14).
15 (C.16; KXXI.15). "Iy be worm on the top of the heal

Credomanile siromadhye (Ag. 1. 430).
& To be worn above the forehead. Mukulo lalalordhue (Ag. I.c.).

pilyam (Ag. I.c.).'

leärnasaskuly madhyacchide ultara-karniketi prasiddham (Ag.I.c.).

16 (C.17; K.XXI.16), ' harsaka- a snake-shaped ornament, samud-

gala-sarpadi rupatayà prasiddham. (Ag. I.c.).
* Sutram-golden neck-chain, sutrakam iti guccha griva-sutraditayi

prasiddham (Ag. i.c.).
3 Katakah (valiko, K.). Ag. (I.c.) reads the term differently. Не

suys vetiketi suk,makataka-rapi.
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Finger ornaments

mundià) are ornaments of the finger.

Ornament of the forearm

17. The Hastavi" and the Valaya" are the ornaments of the

Wrist ornaments

And the bracelet (rucila) and the Uccitika* are ornaments
of the wrist.

Ornaments above the elbow

ornaments to be worn above the elbow.
Breast ornaments

And the three-stringed necklace (trisara) is the ornament

of the breast.

19. The suspended pearl necklace, the Hower garland and
the like, are ornaments for the [entire] body.

Waist ornamente
And the 'Tarala" and the golden thread (sutra) are

ornaments of the waist.

" This tobe very rarely mentioned in Skt.
literature.

& This word is the sume as Bengali bole (bangle).
& This seems to be a variant of the word rucaka. See note 4 below.
" This word seems to be never met with elsewhere. Ag.'s frag-

mentary gloss on this word or rucaka is as follows: ** cakra iti kara-

-XXIII. 19]

And the Kataka (Vatika]* and the linger-ring (angula-

fore-arm (bahu-nali).

18. The Keyura (armlet) and the Angada (arm-band)? are

17 (C.18). in goems

golake vitatiom tala urdhve cliketi prasiddhau (8) niskuke agrabähu-
sthine etat (vibhul-sanam (p. 430).

18 (C.19, K.XXI.17). 'To be worn above the elbow. Keyare
Rarpara (Rurpara)-syordhvatal (Agic.), but ke bahusirse yauti ii
keyuram, Ksirasvamin on Amara II. 6,107.

3 To be worn above the keyura. Tayor (=keyurayon) urdhve
tv aigadam (Ag. I.c.).

3 Trisara trisaro muktalatatrayena (Ag. I.c.).
19 (C.20; K.XXI.18), " To be worn below the navel; talrallakam

nabher alah (Ag. I.c.)
' To be worn below the taralaka. Tasyapyadhal subrakam (Ag. Ic.).
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20. These are the ornaments for males in case of the
gods und the kings. I shall now speak about the ormunents for
females.

Ornaments for females

Head ornaments

are ornaments of the head.
22-23. The Tilaka on the forehead should be produced by

many artistic touches, ind group of design above the eyebrows
should imitate flowers.

Ear ornaments

23-25. The ornaments of the ear are the kundala, tho

is same
mentioned in Megha, II. %.

8 Ser note 2 above.

* The same as mentioned in 15 above.

& This is the same word which occurs in Megha, 1. 64.
' No head ornament with this name seems to occur anywhere else.

* This was never met with before.

. & This was never met with before.
¡ This ornament is still in use among women of backward classes.

THE NATYASASTRA [ XXIII. 20-

21-22. The Sikhapasa', the Sikhajala", the l'indapatra"
(Khandapatra), the Crest Jewel (cudamani)*, the Makarika®, the
pearl-net (mulita-jala) the Gavaksa? and the hair-net (airsnjala)

Sikhipatra' (Khadgapatra), the braid [of hairs, the lotus" and the

Mocaka® the Karnika", the Karnavalaya", the Patrakarnika", the
Karnamudra? that entwines the ear, the Kurnotkilaka (ear-top),

20 (C.21; K.XXI.19).

21-22 (C.22-23a; K.XXT.20-21a). ' This as cantispasa

* Ag. (p. 431) reads it as sikhaugula and esplains this as nigagran-

thibner uponbaddho madhyekarmki-sthimsyam, and adds to explain pundi
pubra (=pindlapatra) as tasyaiva dalasandhan taya cilra-vacanoni (?)
vartini patroni pinfipatroni.

• Ag. reads this makarapatram.

22-23 (C.24; K. XXII.21b-22a).

28-25 (C:23b, 25-26; K,XXII. 21a, 22b-24).
'Ag. (L.c.) reads sikhopatra and explains thia as sikhapalra mayüra-

picchukuro victravarna-mani-racitah.
" guccha. K. for kanja. C. ' Rocaka, C. and darakah K.

* This is perhaps the sames as mod. Benguli kanbala «akanbalä<
kannavalas< karnavalaya.
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the various kinds of the Dantapatras® set with jewels and the

The Tilaka and the Patralekhato are ornaments of the

Neck ornaments

26. The pearl-necklace, the snake-group (rale-puliti)', the
Manjari®, the jewel-string? the jewel-necklace* and the neck-chain
(sabra)" are ornaments of the neck.

27. The necklace with two, three or lone strings as well as
goldl chain is the ornament of the neck?.

* These were possibly made with ivory.
" The well-known car ornament.

1" The same as patrabhaiga (drawing decorative designs with

1C. reads after this four additional and somewhat corrupt complet
(0137b-318) which may be tentatively translated a follows: And
the triven is to be known as the ornament of the breast. The two
cyes are to be touched with collyrium, and the lipe are also to be paintel.
The four front teeth (of the upper and the lower rows) are to have
varying colours as well as whitness. When covered with artificial
colours their beauty is enhancel. Pearl-like teoth of beautiful young
women embellish their smile, and dyed with the colour of lotus petals

they will be lovely, and when dyed with emerald colour the lips will

ittain the beauty of tender leaves, And their anorous look will

constitute their charms

see above 16 note 1. This was nover met with before.

• Manjari- This was never met with before.
" Ratnamiliko This is to be distinguished from rainivali (sce

note 4 below) which is a bigger necklace; for the word malike means a

3 Satra (lit. thread) evidently means a thin thread-like necklace

27 (C.32b-33a). 'K. omits this passage. The terms like dvisara

catarasa) mean respectively necklaces with two, three and four strings.

-XXIII. 27]

Катариа®.

chreks?1.

vented pigments).

26 (0.31b-32a; K.XXI25). ' An ornament with the snake-motif ;

sinall mili.
• Ratnivali- See note 3 above.

made of gold; ef. kanakastitra in Pañcatantra I. (voyasa-dampati-kathi).

(wrongly dvirasa), trisara (wrongly trirasa) and catu-sara (wrongly
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Breast ornaments

28. The necklaces with the most artistic work' are to be

ornaments of the breasts.

The jewelled net is the ornament of the hreasts (or the

Arm ornaments

ornaments of upper (lit. the root of the) arms.
The Varjura® and the Sveechitika* are ornaments of the

Finger ornaments

raka* and the ring (mulian uliyalia)s are ornaments of fingers.

Hip ornaments

the Rasana and the Kalapa are ornaments of the hip (sion).
32. The Kanci is la girdlel of one string, the Mokhali

of eight, the Rasand of sixteen and the Kalapal of twenty-
five strings.

up of many jewels'.
a Pistha-vibusana (in R.) meaning ornaments of the back.

above 18 note 2.
" It is now-a-days called ananta in Bengal. Kalidasa's Yaksa

(Megha, I. 2) had a kind of valaya in his prakotha (fore-arm).& This seems to connected with the baju still in use among women
of rural areas in Bengal.

of an ornament of the wrists. This was never met with before.
? This was never met with before. There is however an ornament

*This was not met with before.

ments except kulaka have been defined in 32 below. Kulaka seems to

be a girdle of the special kind.

Kalidasã in the sense of a necklace (Kumara I. 42).

TEN NATYASASTRA 1 XXIII. 28

back)?.

29. The arm-band (angala) and the bangles (rabayn) = are

fore-arm.

30. The Kataka!, the Kala‹akha", the Hastapatra", the Supu-

31. The Kañci' with a net of pearis, the Kulaka, Mekhali,

28 (C. 836-342; K.X XI.26), I nine-ratnakita (in K.) meaning made

29 (C.34b-352; K.XXL.28b, 28a). ' K's reading is corrupt. Sce

• Svecchitike- This was not heard of before.
30 (C.35b-36a; K.XXI.27h, 27a). ' K. reads of 30a as dankha-kalopi.

katakam tathu syat patrapurakam. Kataka is usually met with in tho sense

hasta-sullra (Apte).
31 (C.36be; K.XXI.29). 'K. reads 3la differently. All the orna-

32 (C.37; K.XXI.30). ' Kalapa seems' to have been used by
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33. The pearl necklace of the goddesses and the queens are .
of thirtytwo, sixtyfour or one hundred and eight strings.

Ornaments of the ankles

and the ringing Kataka are the ornaments on the ankles.
35. The Padaopatra is the ornament of the shanks (jangha)

and the toc-rings that of the toes, and the Tilaka on the big toc
are ornaments of the feet.

36. Similarly [an additional decoration of the feet] will be
the lac-dye applied on them in various patterns to impart to them
the natural colour of Asoka blossoms.

37. These are the decorations of women from the
hair to mails [of the feetly. Considering the States and the
Sentiments these are to be applied [in different parts of the body?.

38. These ornaments (lit. works) having their origin in
are to applied also after i consideration of

the tradition (ayama), measurements [of the wearer] and her
physical form.

39. LIn dramatic production] one is not entitled to decorate
the limbs frecly and at one's will, with gold, pearls and jewels.

10. Utilised on necount of wealth', the jewelled orna-
ments put on in proper places will lend beauty to the limbs?.

* Hollow bangles within which small stone bits aro lodged.

" This was never met with before. Ag. (p. 431) reads tilakä iti

36 (C,41). " This passage is wanting in K.

* An authority of arts and crafts (silpa).

-XXIII. 40]

The Nupura, the Kinkini, the Jewel-net (ratajala)

Visvakarman*

33 (C.38, K.XXI.31).
34 (C.39, K.XXI.32). ' K. reads ghantika lalam eva ca.

35 (C.40; K.XXI.33). I C. reads jaighayoh for padayoh.

vicitraracanikita.

37 (C.42; K.XXI.34b, ‹34a). ' Ag. (co) inakhüd-alaktaka-ria-
paryaniam.

58 (C.43; K.XXI.35). 1 Ag. (Ic.) explains agama as upadanako-
ranam.

39 (C.41; K.XXI.37b-38a). 1K. reads tarhi sakt yanusärena.
10 (C.45). 1 Read vibhavato. . *K. omnits this pagsage.

$3
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41. But in the production of plays there should not be i

use of too many ornaments; for these by stiffening movements will

cause fatigue [to actors and actresses)'.

12. Weighed down with heavy ornaments one cannot.

nove much, and one so weighed down, is likely to be exausteil and
to he faintaing.

43. Hence [in a dramatic production] there shoukd be not
used ornaments made of pure gold, but those made of lac and
inlaid slightly with jewels, will not bring exaustion llo the wearers

in a play}.
#4. The rules of decoration are optional in case of the

celestial beings (gods and goddesses) ; but the decoration of human
brings are to be made carefully.

40. The celestial females are to he distinguished for their
own roles by meins of ornaments and Costumes suited to the
various States.

16. Women of the Vidyadharas, the Yalisas, the Nagas,
and the Apsarasas, and the daughters of sages and gods are to he
distinguished by their Costumes.

47. The same rule applies also to women of the Siddhas,
the Gandharvas, the Raksasas, the Asuras, the godly monkeys,
and human females.

48. The Vidyädhara women should be made to have hairs
(sikha) tied in top-knot decorated with string of many pearls and
clothes [completely] white'.

49. The Yaksa women and the Apsarasas should have

11 (C.46). ' A very sensible warning.
42 (C.44): See above 41 note.

14 (C.49). ' For gods are beautiful. by nature.
45 (С.50).

' K. omits this passage.

THE NATYASASTRA [ XXIII. 41-

43 (C.48).

16 (C.51, K.XXI.42).
47 (C.52). Read divya-vinara-nirnam; of. 57 below.

48 (C,53, K.XXT.44). K, reads citra for éuddha, C.
49 (C.54, K. XXI.43),
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ornaments of jewels, and the same will the dresses of [all] these,
except that the Yaksa women are to wear the simple Sikha'.

5l. The Naga women are to wear like the goddesses the

ornaments abounding in pearls and jewels, but they are also have
hoods" Lin addition to these].

51. The daughters of sages are to wear a single Veni of
the hair on their head, and they should not be made to have too
much decoration.

Siddha women
52. The Siddha women should have ornaments abound-

ing in pearls and emeralds, and their dresses should be of yellow
colour.

Gandharva women
53. Ornaments of the Gandharva women should be made

to abound in rubies. And they are to carry a Vina in the hands
und to have clothes of saffron colour.

ot. The Raksas women are to have safhres as their
ornaments, ind their teeth are to be made white and the dresses
of black colour.

Goddesses

05. The eclestial women are to have lapis lauli and the
pearls as their ornaments, and their dresses are to be made green
like [the colour off the parrot's tail.

Monkey femals
56. The women of the [godly] monkeys ure to have topaz?

ind [sometimes] lapis lazuli is their ornaments, and their dresses
are to be made of blue colour.

52 (C.57). 1 Kor the Siddha women see Megha I. 1

•XXIII. 56]

Rakasa Women

' Read samas trisom. for samastinim (K). and yas tursim (C.)
50 (C.55, K.XXI.38b). ' K. omits 50:. 3 Read phants Losüm (K).
51 (C.56, K.XXI.39 and 45). 1 Read tusin vódo varocital. (K). '

53 (C.58). "Read kurvit before badma-man".
54 (C.59). 55 (0.60).
56 (C.61).
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57. This should be the dress of celestial women in their

love-making. But in other conditions their dresses are to be

made white.

Human females according to their countrieg

58. Human females are to have dresses and ornaments
according to their places of origin. Listen properly ahout them.

Women of Avanti and of Gauda

59. The young women of Avanti are to have curling hairs,
and the women of Gauda are to have hairs mostly curled and they
are to have the Sikhapasa and the Veni.

Abhira women
60. The Abhira women are to have two Venis on their head

which should be covered with a [piece of deep blue cloth.
Women of the North East

61. The women of the North East are to hold up their
Sikhandas, and in dressing themsulves they cover the body up
to their hair.

Women of the south
62. The women of the South are to have Wilekbya with

63. Thus, dresses, ornaments, and hair-cutting ete. should
be regulated for the remaining characters according to their habit-
tion and birth.

Ornaments to be worn in the right place
64. An ornament not put on in its proper place will create

bouring regions in modern Bengal.

' Possibly a special kind of tatto. * Some kind of circular mark.

(C. 68a) before 62, which in trans. is follows: Courtezus are to have

the decoration [of the boy] according to their choice.

THE NATYASASTRA ( XXIII, 57

Kumbhipadaka, and Avarta on the forehead

---...
57 (C.62; K.XXI.40a, 46). ' Read diovangand ca.
58 (C.63; K.XXI.47, 40г).
69 (C.64; K.XXI.48). ' Probably the district of Mulda and neigh-

60 (C.65; K.XXI.49). 61 (C.66; K. XXI.50).
68 (C.67; K.XXI.51). ' Ulekhya is probably connected with

Bengali vlki (tatto).

63 (C.68b-69a; K.XX1.52). ' K. omite 62a C. adds one hemistich

61 (C.69b-70a; K.XXL.53),
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no beauty; for by wearing a Mokhala (girdle) on the breast

one will create laughter.
Dresses to suit the condition of females

05. Similarly, the condition of females whose lover has gone
abroad and who are afflicted with misery are to not to have a clean
dress, and they tre to wear their hair as a single Veni of the head.

66. The dresses of women who are separated from their
lovers, should be white and they are not to wear many ornaments
and not to cleanse their body.

67. Such should be [the dresses] of women according to their
habitation and the condition [of existence]. Now I shall speak
about the proper dresses of men.

Painting the limbs
68. But in their (ie. men's) case the producers of plays

should first of all paint the limbs, and then Costumes according
to their habitation should be provided.

The four original colours
69. The four original (lit. natural) colours are black, blue,

yellow and red; the limbs should be painted with these.
The derivative colours

70. There are besides these, the primary and the secondary
derivative colours. I shall speak about the ways in which the
producers are to make them.

The primary derivative eolours
71. The yellowish white (randit) colour is made up of the

white and the yellow', and the pegion (lapota) colour, of the white
and the blue®

72. The lotus (valma) colour is made up of the white and
the red, and the green (harit) colour, of the yellow and the blue.

= C. omits. 71b.

•XXIII. 72 J

65 (C.70b-71a, K.XXI.54).

66 (C.71b-72a, K.XXI.55), ' na vapi hi nite (=mija) Juta, (K).

67 (C.72b-73a, K.XXI.56), ' Vési désasamudbhave (K).

68 (C.73, K.XXI.57). * C. omits 68b.
69 (K.XX7.58). ' C. omito this passage:'
70 (K.XX1.59). * C. omits this passage.
71 (C.74a, K.XXI.60a, 6la). ' C. nile for pita.
72 (0.74758, K.XXI.60b-01b). •
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73. The dark red (liasan) colour is made up of the blue and
the red, and the pale-red (gunra) colour, of the red and the yellow.

74. These are the primary derivative colours. Besides these
there de [many] secondary derivative colours which may be made
up of three or four [original] colours.

The secondary derivative colours
75. Of these, the strong colour should form one part and

the weak colour two parts; but the blue colour should be taken its
directed below.

76 The blue should form only one part while the other
colours will form three parts, for the blue is known to be the
strongest of colours.

77. Knowing these rules of colours which we to be pro-
pared by mixing them variously", one should paint the body of
different characters.

78. The painted body together with the change of the
Costume is to, be considered is due to the convention (naliu-

79-80. Just as the soul of a man on entering the body
of another being, renounces his own nature conneuted with il
different body and assumes another character, so i person having
(lit. covered with) li different) colonr and Costume indopts thr
behaviour connected with the clothes he will wear.

Living beings
81. As they have breath, the gods, the Danavas, ti

are called living beings (ranin)?.

couplet.

'C. reads an additional couplet after
this.

THE NATYASASTRA [ XXI. 73.

tharma) affecting the dramatis personuel.

Gandharvas, the Yaksas, the Riksases and the Pannagas (Nign)

73 (0.75b-76a, K. XXI.62).
74 (C.76b-77a, K.XXI.63).
75 (C.77b-78a, K.XXI.64). 76 (C.78b-79a, K.XXI.65).
77 (C.79b-80a, K.XXI.66), ' ninusamyoga (C) for manasamyoga(K).
78 (C.80b-81a, K.XXI.67). 'C. reads atter this an additions!

79-80 (C.82b-832, K.XXI,6). ' Read parabhuvans for paräbharren.
81 (C.84b-85a, K.XXI.70).
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armours, banner-staffs and the varions weapons areknown as

Lifeless objects in human form

83. But whenever necessary (lit. due to a reason) they may
assume it human form with (auitable) dress ad specch according to

Painting the limbs
8t. After learning the rule of miking colour one should

paint the limbs fof the dramalis persone] in looping with their
habitation, birth and age.

Colours for gods
8. Gods as well as the Yakses and the Aparas should

Drubina (Brahman) and Skanda tre to hase the colour of goll.

stars, the ocean, the Himalaya, and Ganga (the Ganges) we to he
made white in colour.

97. Angumka Mangala = Mars] should be painted red and

well as Vasuki should be dark blue Sama).
Colour for demi-gods

the Pisacas, gods of hills, and the sky are dark blue in colour.

(Nagas), the Vidyadharas, the Pitys and the monkeye are of
various colours.

for

Lifoloss objects

82. Hills, palaces, mechanical contrivanees (wentra), shickds,

lifeless objects (apranin).

the dramatie convention (rabia-alharma).

be: painted reddish yellow (yanra), and Rudra, Arke (the Sun)

86. Some (the Moon), Belaspati. Sukra, Varuna and the

Budha and Hutina (Agni) yellow and Nariyana and Nar is

8S. The Daityas, the Danavas, the Rakansas, the Gohyakas,

SQ. The Yaksas, the Gandharras, the Bhutas, the Pangas

82 (C.86b-87a; K.XXI.71). ' Read asaria:.
83 (C.87b-98a; K.N XI.72). 84 (0.88b-892, K.XXI.73).
85 (0.896-90a; K.XXT.74). ' Rowd rudrarkadruhine (K.)

mural sadruhinal. (C.).
86 (C.90b-91a; K.XXI.75). 87 (('.916-92a, K.XXI.76).
88 (C.92b-93a; K.XXI.77). ' Presiding deity of hills (Ag.).
89 (C.93b-64a; K.XXI.78). 90 (C.94b-95a, K.XXI.79).
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Colours for human beings in different regions
gU. Human beings who dwell on the Seven Continents

(iapta-lizipe) ure to he painted in the colour of hurnished gold.

91. But nong the inhabitants of Jambudvipa where men
of sarions eolours live, every one except those who dwell in the

North Kuru region should be given the colour of gold.

92. People ol Bhadrasval should have the white colour of
their body, and so should these of Ketumala. But those of other
Continents should be made reddish yellow (gaura) in colour.

Colours for Bhutas and dwarfa
93. Bhutas and the dwarfs are known to he of various

colones. They possess odd faces and may have faces of hoars,
rams, buffaloes and deer as well.

Colours of different peoples of Bharata-varsa
97. Listen now about the diferent colous of the people

of Bhantasars. Kings there should be of lotus colour, or dark

95-96. And the happy mortals there are to he made of the
reddish yellow (yania) colour. Those who practice vile aets, are
possessed of evil spirits, diseased or engaged in penance and do not
perform sacrifices (gaji) and are of inferior birth, should be made
brown (coile, lit. not fair). And the sages shoukd always be given
the colour of plum (endera). And such should be the colour of

sages observing penance (tapus).

97. But out of any necessity and not according to one's
pleasure, colours of persons may hu varied according to the habita-
tion, hirth and age.

Os. An expert in [dramatiel production should paint persons
after knowing their, place lof action] and time of action, hirth and
the region of the carth they dwell in.

THE NATYASASTRA 184111, 90-

blue or reddish yellow (in complexion].

91 (C.956-96n; K.XXI.80).
92 (C.96b-97a ;K.XXI.81). ' Read bhadrasual.
93 (C.97b-98a;K.NXI.82). 'K. reads this differently.
94 (C.986-99a; K.XXI.83), ' padmavarnale for pañcararnah.
95-96 (C.99b; K.XXI.84-86a). ' C. omits 95b-96.
97 (C.100; K.XXI.86-87a). 98 (C.101; KXXI.87b-882).
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Colours of different tribra

Nass5, Kosalas®, Pulindas" and the inhabitants of the South
(dalisinatya)e are mostly known to be brown (sita lit. not

(Bahlikas* who dwell in the North should be made almost

following passages probably show thet the groups alloted a special colour
w approximately of the same complexion and not actually of the colour

mentioned. These passages scem to give a valuable information about

the Dravidians (Andhras and Dramilas) were not fair in complexion.
The separate mention of the Sontherners after Andhras and Dramilas
(Dravidas) taken along with some Northern tribes like the Kasis and
Kosalas, seem to show that the NS. here reeords the tradition of their
one living in the North. Kirita-a hill tribe probably living in the
Himalayan region; see Mbh. XII, 207, 43.

* Barbara-Some none-Aryan tribe mentioned very rarely in Skt.
literature (Mbh. XII. 207, 43). This may be a synonym of Mlcecha
as well.

* Andhra-This tribe is well-known in history and literatura

" Kasi-The tribe after which the ancient kingdom of Kasi and
the city of that name was known.

"Kosala-The tribe giving uame to the ancient kingdom of Kosala.
Pulinda-An aboriginal people living probably in the Vindhya

region. See Mallinatha on Raghu, NVI. 32; also Panha I. 1. and Niya 1. 1.
" They nay be members of Kol and other tribes living in the South.

from Central Asia who descended on the Indian plains in about 200
B.C. ; mentioned in Manu 10, 44.

* Yavana-Probably the same as Yona in Asoka's edicts. They
scem to have been Perso-Greeks and their descendants.

the Western Punjab in about 140 A. C.

tribes mentioned here came to from their home in the North-West,
54

-XXIII. 100]

99. Kiratas?, Barbarians® (barbara), Andhras", Drailas, *

white).

100. akas, Yavanas®, Pahravas (Palhavas)® and Vahlikas

reddish yellow (cueri).

99 (C.102, K.XXL.88b-894). Colours mentioned in this and the

some otlinological features of ancient India. Pre-Aryan people iucluding

* Dramila-Known in Pali (Mahavamsa) as Damila (modern Tamil).

100 (C.103; K.XXI.19b-90). ' Saka-Hoards of nomadio tribes

3 Pahrava (Pahlava) -Usually taken to mean Parthians who annexad

* Vablika (Bihlika) —Inhabitants of the region known as Balkh.
"Read ant afant frag (ant afart feng, K. eart a firi fana C.). The
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Vangas and Kalingas? should be made dark or deep blue (sam)

in complexion,
Colours of differen castes

Rules for the beard

103. After painting the face and other limbs one should
provide beards to persous alter considering their habitation, activily

and age.
104. The beard according to the change ol States of persons

gave its name to the principal Pkto of the Indian drama (Sauraseni).

sUdhra (Udra- The name of a tribe after which the modern

" Migadha- The tribe after which the ancient country of Magalla
was named.

" Aiga-The tribe alter which the ancient country of Aiga was
named.

• Vaiga-The tribe after which the ancient Viiga (South-Fast
Bengal) was numed.

colour (gaura, K) assigned to Brahmins and Kisatriyas probably show that
at one time when the various theatrical conventious cystalised, these two
acctions of the society still retained their original Indo-Iranian physical
features one of which was certainly the colour of their skin. The dark
colour of the Vaisyas and Sudras similarly shows in all likolilood that
these were not Aryans or Aryans of the pure type. "See note I above,

a syma-ordinarily black in colour; but see above.

3 Vicitra-cut or done in special fashion. Ag. (p-433) on this point

reading though evidently corrupt seems to give the meaning suggested.

THE NATYASASTRA (8XIII. 102

101. Pañcãlast, Surasenas?, Udhras®, Magadhas*, Agas,

102. Brahmins and Katriyas should be alvays made rel
(or reddish yellow)" and Vaisyas and Sadras dark or deep blue
(sued) in complexion".

should be of four kinds: shaven (sudha)", bluek (arama)" smartly
done (citra) and bushy (omase, lit. hairy)*.

101 (C.104; K.XXI. 90b-914). ' Pucila tribe is well-known in Albh.
& Surasena-'The tribe which onee sottled around Mathura. It

Orissa (Odrivisaa) has been namel. See Manu. 10; 4t.

102 (C.105; K.NX 91b-02). ' Red (rakla, C) or reddish yellow

103 (C.106; K.XXI.92b-93a).
104 (C.107; K.XXL93b-9ba). ' Siddha (aukla, C.)-clean-shaven,

Rarena sarvade visitan, alvays treated with razor (Ag.).

The

*Romása-bushy, romasam iti pathotpannam (Ag. lc), "bushy
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105. The beards of religious mendicants (lingin) ministers,

priests and persons who are indifferent to sensual pleasure? or

have consecrated themselves for any ritual® should be made

[clean shaven.

106-107. The beards of celestial males such as the Siddhast
and the Vidyadharas", kings, princes, officers of the king and
persons who are foppish and proud of their youth", should be

made smartly done (vicitra) by the producere of plays.

108. The beard of persons who could not fulfil their pro-
mises, are sorry and miserable on that necount of have been struck
with any calamity, should be made black (syama).

109. The beard of sages, ascetics and persons observing
i long-standing vow, and of those who are bent on revenget should

Rules for different Costumes

110. Thus the beard should be made of different kinds.
shall now speak of costumes suited to different occasions!.

111. Drapery suited to different ways of painting limbs?
may be of many kinds; but generally it is of three varieties :

meuns as they are naturally grown'. The last three classes do not
seem to be mutually exclusive.

" It is even now the custom anong some Hindus is that they shuve
themsclves elean before consecrating themselves for some special kind of

1,5.

any fria? which seems to be wrong. See above 106 whicro Siddhas
and Vidyadharas have been taken as elean shaven.

* K. omits this.

•XXIII. 111]

he made bushy (romas.).

white, red and variegated (ricitra.)".

105C08
gar a frat grifar ta: (Ag. p. 433-434).

daiva and paitra rites.
106-107 (C.109-110; K.96b-98a), * A class of demigods. See Kumara.

* A class of demigods. See Bharthari's Vair. Sat. 24.
Ma (p. 434).

108 (C.111; K.XXI 95).
109 (C.112; K.XXI. 986-99a). 'C. reads 1096 as feafarai a

110 (C.113; K.99b-100a). * C. repeats here 10.
111 (C.115), I See above 851.



428

112. Costumes are of three kinds: white, variegated and

soiled (malina). I shall now explain their diference according

to their use by producers.

113-114, In going to the temple of gods, observing some

auspicious rite or a row or at the conjunction of some Tithis

and stars (nalisatra) or at the time of marriage or any other sacro

mental rite, men and women should have white costumes and the

same is the rule for a trader (prapanika)e.

115. Costumes of gods, the Danavas, the Yaksas, the

Gandbarvas, the Nagas, the Raksasas, kings, and people of

116-117. Costumes of Kañcukins (armour-bearer), ministers,

leaders of army, priests, the Siddhas, the Vidyadharas, merchants,

officers (sthaya) shoukd be made white in a dramatic production.

118. Costumes of lunaties, intoxicated persons, waylarers
and persons struck with calumity should be made soiled (mali),?

119. Costumes and decorations of the sages, the dain

according to their respective seetarian rules.

120. Costumes of the wandering ascetics (pavitral), great
sages and other ascetics should be made, whenever necessary, with

116-117 (C.120-121; K.]03b-105a). 'They were possibly inferior in

Calcutta, 1943, p.242.
after this three more hemistichs (1060-107).

tied together and has control over his mind, speech and body. See Manu

THE NATYASASTRA ( XXIII, 112.

foppish nature? should be variegatal (citra = vicitia).

adepts in Sastras, Brahmins. satriyas, Vaisyas and kings

(Nirgrantha) and the Buddhist (Sakya) monlis, the Tridandis and
Brahmins well-versed in the Vedas (sutriya) should be madi

dark red (iasaya) cloth'.

112 (C.116; K.XXI. 100b-101).
113-114 (0.117-118; K.XXI. 101b-102a). 'K. omits, 113. Ag.

(p.434) explain suddha as 584arfera:.
3 Pripaniki (C. prispatniki, K. prayal, priyat) see Migh. IV. 11.
115 (C.119; K.102b-103a). ' Enend karkasa" into kumuka.

rank to pradésikas of Asoka. See BAI. Baria, Inseriptions of A'oka Pt. 11.
118 (C.122; K.XX] 105b-1064). ' K. rends

119 (C.123; K.XXI.108). ' A sannyisin who carries three staves

12,10. (Ref. Apte), l'or tridamlisrotriyu, K. reads salipisupate:
(members of the Padupata seet.), 120 (C.124). 1 K. omits this.
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121-122. To the Pasupatas should be given a veriegated
dress, and costumes of persons of high family should be made
according to their position. Besides this the asceties are sometimes
to have the bark of trees and the (animal] skin as their clothing.

122-123. To persons engaged in guarding the harem
should be given armour and clothes of dark red (lasaya) colour:

The same should be the dresses of females when they attain special
conditions.

124. Costumes of the warriors should be suitable for
fighting a battle, and they are to be providedwith brilliant
weapons, armours, quivers* and bows

125. Kings should always he made to hase i many-
coloured dress; but when due to ominous appearane of my stat

costumes should be white.

126. Thus should be made the dresses of persons (lit.
types men and women) of the superior, the middling and the
inferior classes aceording to their age, birth and other conditions
(lit. qualities).

127. These are the rules of costumes in a dramatic prodi-
tion according as persons attain diflerent conditions, and practice
good or bad deeds.

for gods and men according to their habitation, birth and g

(Karp I.). It is not laid down anywhere whether mass are to bo
used in all types of plays and for all churacters. for adiscussion on this
see the Introduction.

-XXIII, 128 ]

(nalisutrotpate) they are engaged in my propitiatory rite their

Use of masles

128. Similarly different masks (pralisir' are do be used

—....
121-122 (C.125, 127a; K.XXI 110b,109).

122-123 (C.126, 127b; K.XX1. 1091-110, 111:4)

124 (C.128; K.XXI 111b-1124). 'C. baddhatrina for baddhatina.

125 (C.129; K. XX 1.112b-1134). '484149797476 amsr, Ag. (, 134).
126 (C.130; K.NX1.1131-1141.

127 (6.131; K.XX1.1 14b-115).
128 (C.132; K.XX/115b-1166). ' Pht. palisisaa=Skto prahsirsake
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Three kinds of crown

120. (In the masks] crowns for the gods and kings are

130. For the gods [in general], the Gandharvas, the Yaksay,

mauli (Parsvagata) type have been prescribed'.

131. And the Kinti crown has been prescribed for the
superior gods, and the middling gods ie to have crown of the
Mauli (= Mastaki?) type, while the common (lit. inferior) gods are
to have crowns of the Parsvamauli? type.

132-133. The kings shonld be given crowns of the Mastaki
type. While the Vidyalharas, the Siddhas and Caranas' should be
provided with crowns made up of locks of hairs (leésa-linda).

103-134. The masks of ministers, Kancukins (armour'
bearer), leaders of the merchants guild, and priests should he
furnished with turbans'.

134-1.35. And the masks of the army-leaders (senapati)
and the erown-prince should be combined with a small crown

135 136. As for the rest [of persons] the head [in the
mask, should be treated in dramatic production in relation to their
habitation, birth and age.

136-137. The heads of boys should be adorned with the
Sikhanda" and that of the sages should have a erown of matted

Caras are demigods who sing the praise of superior gods.
after this live more hemistichs.

THE NATYASASTRA

of three k'nds: Partyagata (= Pärsvamauli), Mastaki and Kiriti I

the Pannagas (Nagas) and the Raksasas the crowns of the Pursva-

(arella-makude, lit half-crown).

hair (inta-mulala).

129 (C.133a; K.XX7.116b-117a). ' C. omits 129b.
130 (K.XXI.117b-118). * C. omits 130.
131 (C.133b; K.VX1.1196-1194). 'C. Sirsamaule
132-133 (0.134, 1352, 138; K.XX1119b-120). ' K. vanaronom.

C. reads

133-134 (C.138b-139a; K.K.XX1.123). ' Read vestita-baddha-
pallini (C. ve lanam baddha-pallidi. K, vestita-baddha baddhüni).

134-135 (C.1396-140; K. NXI,122).
135-136 (C.141; K.N XI.127).
136-137 (C.142; K.XXI.125).Read siral dikhanda-bhus.tam
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137-138. The masks of the Raksasis, the Dinaras and the

Yaksas' should be furnisned with brown hairs and tany berds.

138-139. The masks of the Pisticas, lunaties, the Bhutas,
spiritual aspirants, ascetics and those who have not yet fulfilled
their vows should have long hairs.

Rules of different hairs

130-141. The head [in the mask of the Buddhists monks

grantla), wandering asceties and those who have consecrated them-
selves for a ceremony should be shaven den. And according to

should have their heads shaven or should have curling hairs or long
hairs loosely hanging down.

141-142. Married women, oflicers of the king and men of
foppish nature shook have on their head curling hitirs,

112-143. The menile should have three Sikhis on their
head or will have the head clean shaven. And the Jester should
have a bald head or head with the Kakapada (lit, crow's foot)'.

14:3-141. Thus after carefully distinguishing these [persons]
in different wiys, their conditions and natare should be represented
hy means of ornament, different costumes and garlands,
for giving rise to [proper] Sentiments at the time of production

145. Alter men and women have been treated like this (lit.
made to attain these treatments), their limbs will have to be painted
to suit their different roles.

of hair left on the sides of the head. These are three or five in case of the

139-141 (C.145-146).

143-144 (C.149, 150a).

•XXIII. 145)

(saliya), experts in Vedie studies (drotrays), the Jain monks (Nir-

their [respective] sectarian doctrine (raito) the remaining ascetics

lof a play].

(K. diras trisikha-bhuilam; C. nasikhanla). Sikhanda mens looks

Kralrivas (vide Apte s.%.)
137-138 (C.143; K.XXI.121). 'Read rako-dinara-yalsinüm (C.

dinara dail yanion, K. devadinava".
138-139 (C.144; K.XXI.124).

141-142 (C.147).

142-143 (C.148; K.XXI.126). ' For kokapada see Apte s.g.
145 (C.150b-15la).
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146. Now I shall speak of the characteristics of what is

known as Sañjiva(= living object). The entrance of animals {in

the stage] is called Sañjiva'.

147-148. The animals may be fourfooted, two-footed and

with no foot (apada). Of these, serpents are without foot, birds and
men are two-footed, and different animals in the forest or human
settlements are known to be fourfooted.

Use of weapons

119-119. In light, angry conflict (semphote) or siege in i
play they (people) are to be furnished with different weapons.

149-100. Weapons and armous should be proportionate

to the stature of men. I shall now describe them together with

the rules for their measurement.

150-151. The Bhindi should measure twelve Talas, the

151-152. The how should meture eight Talas and its
width should be two cubits. Arrows, mace and the Vajre shoukt
be four Talis long.

162-153. The sword should measure forty Angulis and the

show clearly
that sometimes living animals were brought on the stage. This was
however not the the general rule. Sre NS. XIII. 106-107.

file means the different types of

characters mentioned before.

the measurement of

THE NATYASASTRA [XXIII, 146.

The Sanjiva

Kunta Gavelin) ten and the Sataghni, the Sula (spike), the

Tomar and the Sakti right.

dise (calira) welre and the Prica the latter's half.

146 (C:151b-152a; K.XXI.128). ' This seems to

147-148 (C.152b-153; K.XXIL29-180al.

148-149 (C.15%; K. 130b-131a).

�On this nt
149-150 (C.155; K.XXI.131b-132a).
150-151 (C.156; K.K.XI.132b-133a). T For

Tali see Nd. III. 21 notc.
151-152 (C.157; K.XXI.133b-13-ia).

152-153 (C.158; KeNNI.1340-1333).
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153-154. The Pattisa will measure like the Priad, and the

rod (lundi) should measure twenty Angulis while the Kampana

(Kampa) will be of the same measure.

151-155. The shield (erma) should be sixteen Angulis in
width and two cabits in longth, and it should have Valyas (hairs?)
and bells attached to it. The Khetaka (rider's shield) should be
thirty angulis in with land two cubits in length!'.

Use of other objets

etery other thing that men make use of, are [alsol to be utilised
in the production of a play.

1.35. The characteristies of all there have heen mentioned
hy those to whore sphere they belong. Now I shall speak of the

Indra's Banner-staff

1:0. Trees planted under the Pusya asterism, on the
white soil have been made eligible for Indra's bannor-staff by

160. Some of these trees should be [fashioned into] the
durjara by a carpenter. The branch of atree may also be

(fashioned into] the Jarjara'.

161. But the bamboo will be most suitable [for this
kind of work] and its length should be one hundred and eight

* See NS. I. 58-61 note 2. " See NS. I. 58-61.

156-157. The Jarjara', the Dandakasthe, masks, mm-
brellas, chowris, banner-staffs, and water-jars (bonyare)s and

chareteri ties of the Jarjara and the Dantakasth.

V'iSvakarman".
The Jarjara

Angulis (42 cubit).

153-154 (C.159; K.X XI.1351-136a).
154-155 (C.160; K.NXI.1361).'K. omits 154b.
156-157 (C.161b-163a; K.XXI.137b-139a). ' Sce NS. IL. 731.

158 (C,163b-164a; K.XXL.139b). ' Emend dantakestha into dania-
kustha.

159 (C.1646-165a; K.XXIl42), Panine 19�4
890: (Ag. p.434)..

160 (C.1656-166a; R. XXL.1406-11a). " See abore 157-157 note 1.
161 (C.166b-167a; K.XXI.141b, 143a).

$5
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162. It should have five sections and four joints. But its

joints should not be very prominent (lit. thick), and it should not
have any branch and should not be worm-eaten.

163-164. One should select (lit. take) as the Jarjara a piece
of bainhoo which is not worn-eaten or inferior to any other piecc,
after smearing it with honey and ghee and worshipping it
regularly with garlands and incense.

164-165. The ceremonies and their order which have bee
prescribed for (the consecration off Indr's banner-staff should he
observed also in case of the holy bamboo for converting it into

165-166.• It may hare long and short sections (parin).
And if after each of there sections a ring [appears] it is called the

holy bamboo
166.167 This is the rule in connexion with the charteris.

ties of the Jarjara. I shall hereafter speak of that of the

107-16s. The Dandakaggha' should always be made of the
Bilva or the Kapittha tree or the bamboo. It should be curved"
and have thuce bents and should have (good, caracteristics.

168-169. That which is neither worm-eaten nor discased
and has small (lit. poor) branches, is called the Dandakagtha.

169-170. He who will get fashioned the Jurjara and thecharacteristics, will certainly
sustain a great loss,

165-166 (C.171; K.XXI.147). ' The reading of K, is corrupt.

THE NATYASASTRA [ 8XIII. 162.

the Jarjara.

Dandakastha.
The Dandakistha

Dandakisth devoid of the said

162 (C.167b-168a; K.XXI.143b-1447).

163-164 (C.168)-169; K.XXI.144b-145).

164-165 (C.170; K.X.XI.146). ' Sce NS. III. 73-75ff.

166-167 (C.172; K.X X1.148).

167-168 (C.173; K.XX1.149). ' Sce NS. I, 58-61 note 2.
* Vakram, K.
168-169 (C.174; K.XXI.150). ' Mandasukham, K, mandaslam, C.
169-170 (C,175; K.XXL151).
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The making of masks

170-171 Similarly one should prepare the Pati of the
masks which will have their special measurements or will measure

171-173. The Pati should be made by using the Bilva-
paste on cloth. Masks should be made with ashes or husks
of pacidy being mixed up with the Bilva-paste or some watery
form of it, after covering these with cloth smeared with the thick

173-174. The Pati made out of cloth smeared with the
Bilva-paste should neither be made too thick nor too thin and
neither should it be made too soft.

174-175. After getting it (the Pati) dried up by fire or the
sun one should pierce holes in it according to the rule, by means of
a sharp instrument, and these holes should be made after dividing

176. In the Pati so preparel an opening six Angulis long
ud in Anguli wide should be made in the form of the fore-
head, and it should have [two| angles [at the two end].

177. Then [a pair off openings two Angulis long and one
and a half a Anguli? wide should be made for the checks, and after
this has been done for] the cheeks [unother opening] three
Angulis more [in length] are be made for the cars.

178. The opening for the ear being three Angulis Long
the same should be the length for the opening of the mouth,

171-173 (C.177-178); K: XXL.153-154). ' This passage seems to be
corrupt. The trans. is tentative.

•XXIII. 178]

thirtytwo Angulis".

Bilva-paste.

it into to [equal] halves.

170-171 (C.176; K.XX1.159). 1 We follow C. Ag. sooms to read

insaloi bhägärtham for siranürtham and he explains it us tefany
T e: (p. 435).

173-174 (C.179; K.X XI,155).
174-175 (C.180-181a; K.XXI.156-157a).
176 (0.181b-182a; K.XXI.157b-158a)
177 (C.182b-183*; K.XX1.158b-159a). 'Read adh yardham.
178 (C.1836-184a; K.XXI.150b-160a), ' tryaigulam,. aigulam, K.
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and the symmetrical neck (azati? should be made twelve

170-180. So much about the rules for the cutting openings

in the Pati for the mask. Various forms of crowns set with

different kinds of jewels are to be set on them.

Other accessories

180-181. And at the production of a play (lit. here) one

should use differently in relation to dramatis personae many kinds
of accessories (upakarana) demanded by the art of theatre

181-182. Now, all the manufactures or crafts that are
executed in this world including moving and immobile object:,

are to be known as the accessories in [a performance]
182-183. [And to obtain them] one is to go to persons

on whose special knowledge (lit in whom) they depend. Fir
[obtaining) such accessories in i drumatic production men hav
no other means.

183-184. The measurement and description of in obje
depend on a person who is [professionally] to make it or to devise
it through his [speciall art.

184-185. Large objects which require much iron are not
favoured by us on the stage; for their heaviness ereates fatigue
[in actors].

185-186.Imitation of any object which exists in this
world full of living beings, in different varieties may be included in
the accessories [to be used] in the performance of a drama.

186-187. But palaces, hones and vehicles though these are
accessories (for the performance] cannot be produced for the stage
realistically (lit. in due manner).

THE NATYASASTRA [XXIII, 179.

Angulis long.

3 Tatás caivaval for talás co vivalrli, C, lalas ca voyais, K.
179-180 (C.184b-185; K.XXI.160b-161).

180-121 (C.186; K.X XI.162). 181-182 (C.187; KXXI.163).
182-183 (C.188; K.XXI.164). 183-184 (C. 189; K.XXI.165).

184-185 (C.190; K.XXI.166. 185-186 (C.191; K.XX1.167).
186-187 (C.192; K.XXI.168). 187-188 (C. 193; K.KX7.169).
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The realistic and conventional objects

187-188. Some accessories [however] will be realistic

thing following its natural form is called realistic while any .deviation from the same will be known as conventional.

188-189. Accessories for use on the stage should not be
made with stone as well as iron and other metals, for these due

to their heaviness will create fatigue [in actors].

189-190. Light objecte should be made with lie, wood,
leather, cloth, leaves [of treer] and sliced bamboo, for their use its
iccessories in a dramatic production.

190-192. Skoleton frames of armours, shields, banner-stifls,
hills, palaces, gods, caves, horses, elephants, aerial ears, and houses
should first be made with pieces of slical bamboo and then by
covering such frames with painted cloth, likenesses of suchobjects
sue to be produced.

192-193. But if it is not found possible do use cloth suitably

alro be used instead

193-191 Similarly weapons are to be made with grass and

other objects should be represented.

191-195. Imitation legs, heds and skin should be made

195-190. Various articles should [thus be made with curth
in imitation of their proper forms.

196-197. Various hills and shields, armours, banner talk

-XXIII, 196]

(lulacharmi), while others will be conventional (natyadharmi). Any

for this purpose then palm-products? and matts (lilian)" may

pices of sliced bamboo, and with lae and Blcode (Bhand)1

with grass, mat and Bhonda (Bhan la).

188-189 (C.104; K.XX1.170). 189-100 (C 195; K.X XI.171).
190-192 (K.XXI.172-173.
192-193 (C.196; K.XXI.174). 'Tibiyair iti tulapatraih (Ag.

p.435). * Read kilinjair for kilajair.
193-194 (C.197; K.X.X1.175).'Bhenda K, bhumla C. mr (as)

194-195 (C.198; K. XX1.176). 195-196 (C.199; K.N.X1.177).
196-197 (C.200; K. K.XX1.178a).
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are to be made with Bhenda (Bhanda), cloth, bees-wax, lac and

sheets of mica.

197-108. And fruits and flowersgrowing in various

region and the various vessels should be made with lac.

Making of ornaments

198-200. Ornaments should be made with Bhend

(Bhanda), cloth, bees-wax thin copper sheets and mica sheets of

blue as well as other colours, and their basis should be polished
copper (sheets).

200-201. The different kinds of crowns of which I spohr
before, should be made dazzling with pieces of mica [set on them,
so that they may shine like jewels.

201-202. In cases of [all] these objects instructions given
in the Sastras [for ther making] have not heen mentioned. Here
one must act according to the directions of the Acarya and l
guided by relevant reasoning.

202-203. This is the rule of action reguding the future
mortals, (that should be adopted in dramatic production). Becue
want of sufficient strength will oceur in men jof the future

20.3-204.Mortals of poor strength should not make any
Lunduc] phyvical exertion, and hence it is not desirable that their

crowns or ornaments should be made with gold and jewels.

204-205. For in battle, personal combat, dance and casting
glances a persons burdened with heavy weight will feel fatigue
and may even faint.

305-206. When the actor is overcome with pain or fatigue
or is fainting his performance is spoilt. One may even endan-
ger his life by making movements with difficulty under suel
conditions.

THE NATYASASTRA ( 8XIII. 197-

generition].

197-198 (C.201; Cf. K.XXI.178b!.
198-200 (C.202-208; K.XXI.179-180).• 200-201 (C.204; K.XXI.181).
201-202 (C.204; K.XXI.182). 202-203 (C.296; K.XXI.183).
203-204 (C.277; K.*X1,184). 204-205 (C.208; K.XXI.185л).
•205-206 (C.209; K.XX1.185-186).
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206-207. Hence ornaments are to ba made with thin sheets

of copper, coloured sheets of mica, Bhenda (Bhanda) and bees-was'.

207-208 Thus by following the popular practice or
exercising one's own discretion one is to make properly theatricul

Use of weapons on the stage

208-209. No missile should be released on the stage and
no weapon should pierce or strike anyone. They should simply
touch a spot, and the weapons te to be used only to make a

209-210. One should release missiles on the stage with
skill or with skill and eleverness so that they do not hurt,'

210-211. Any [relevant) instruction which I may have
omitted regarding the present topic, is to be gathered from the
popular usnge (lit. people). This is all about the Extracous
Representation that 1was to toll you. I shall heretter speck

which treats of the Extrancons Representation.

reads additional
hemistich after this.

•XXIII. 211 ]

necessories.

gesture [of an attack]

of the Basic Representation on the stage (samangorahuay).

Here ends chapter XXIlI of Bharat's Natyasastra,

206-207 (C.210a 211a; K.XXI.186b-187a). ' We follow K.
207-208 (C.211b-2122; K.XXI.187b-188).

208-209 (C.112b-213a; KX XL.189b-189a). ' We follow K.209-210 (C.213b-214a; K.XXI.1896-190a). ' C.

210-211 (C.214c-215; K.XXI 190b-191).



CHAPTER TWENTYF OUR.

THE BASIC REPRESENTATION

Importance of Temperament

1. The Basic Representation (ramany hinaya)' is known
to depend on the Words, Gestures and Temperament (sittin).
[Among these] one should take special eare about Temperament,*
for the dramatic production has this as its basis.

2. The Ilistrionie Representation with an exuberant Tem-
perument (settratilta) is superior, the one with the level Temper.-

Temperament is inferior.

The definition of Temperament

3. Temperament (satt a) is something invisible, but it gives
support (lit. shelter) to the States and the Soutiments by meins of
horripilation, tears and similar other signs displayed in propr
places and in harmony with the Sentiments [to be produced).

Feminine graces in the drama

1-5. The dramatic experts know the young women's Grace-
(alemlara, lit. ornment) to be the support of Sentiments in .
a drama', and these consist of changes in respect of their faces and
other limbs. Of these, firstly the change of limbs (nuaje)? is of

explanation as to why simunyabhinaya was so called. He discusses it
from different points of view (pp. 436-430). From the coutests of this
Chapter as well as the def. given here and in 72 below, it appears that
the expression means a totality of the four kinds of abhinaya (NS.
VI. 23) and as such it should be distinguished from the citrabhinaya
(NS.XXVI.) which applies only to the pictorial representation of
particular objects and ideas. * See NS. VI. 22 note.

ment (smasutton) is middling, and that with no [exereise off

1(01; K.XXII.1). ' Ag. secins to have no very convineing

2 (C.2; K.X XII,2).

3 (C.3; K.XXII.3). ' See NS. V1.22 note.
1-5 (C. 4-5; K.XXII.45), 'K. reads da as dealt ere A 414.

84174; Cf. DR. II. 30a; BhP. p.6. 1.20; ND. p. 203.
* See DR. II. 30b; ND. p. 203. •
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three kinds, next the natural (sahaja) change of ten kinds, and

involuntary (a-yatnaja)* change, of seven kinds.
Physical Graces of women

rising froin one nother being different aspects of Temperament
(catter) [are Graces connceted with the physical nature!.

The origin of these Graecs

7. Temperament partakes of the nature of the body, und
feeling (phara) arises from Temperament, while Emotion (kara)
from Freling, and Passion (hela) from Emotion'.

Feeling
S. Ser NS. VIL. 2. Ct. [reeling (blard) is the first touch of

rmotion in a nature that was previously unaffected. DR. LI. 3B!
Emotion

9. Temperament with excessive Fecling (lara) manifests
itself| in relation to persons of the opposite sex. And Emotion
(harr) should be marked as relating to its various conditions.'

should be known as arising from the mind (citta) and manifesting
itself in changes of eyes and eye-brows and the Reenka of the neck,

indientive of the Erotic Sentiment.1
Passion

11. Everyone's Emotion which depends on the Erotic Senti-

called Passion (belã) by the wise.!

& See DR. II. 32-33a; ND. 1, 203. * Sec DR. 11, 31; ND. p. 203.

relates to a slight manifestation of erotic feelings through words and

gestures, while the have to a very elear expression of onc's emotion through

various gesturcs.

56

-XXIV. 11 ]

6. Fecling (bhara), Emotion (hard) and Passion (lela)

10. In the sune connexion (lit. there) Emotion (lar:«)

ment and oxpresses itself as graceful morements (lulitabhimaya) is

6 (C.6; K.XXII.6). ' Cf. DR. Il. 30b.
7 (0.7; K.XXII]). ' Cf. DR. II. 33b-34b.
8 (C.8; K.XXII.8), ' Cf DR. II. 33b; ND. p204. Bht. p.8. 1.4-10.
9(C.9; K.XXII.9). ' See below 10. note 1, k. reads a as

10 (C 10; K.XXII. 10). ' According to ND. (1.204) the bhiva

11 (C.11; KXXII.11), Cf. DR. II. 34b; BhP. p.8, 1.13-14 According
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Natural Graces of women

12-13. The ten natural Graces (alamara) of women are :

Sportive Mimicry

14. Imitating the behaviour of a lover by means ni

relevent words, gestures and make-up (alamliara, lit. ornament)which are delightful and inspired by affection, is called Sportiv

Amorous Gestures

15. Relevant changes of the special kind relating to thr
standing und sitting posties as well as to gait and the morement.
of hands, eyebrows and eyes, [which occur at the sight of the

16. The great beauty that results from the slightly careles
placing of garlands, clothes, ornaments and unguents, is

Confusion
17. Inversion of various items such is words, gestures,

dresses, and make-up and Temperament due to intoxication,
passion and joy, is called Confusion (riblica).

to ND. (pp-204-205) these three aspects of women's Temperament depend
on one another. For example the hava depends on the bliva and

ND. p. 205.

p. 205.

p. 205.

THE NATYASASTRA I XXIV. 12.

Sportive Mimicry (lila), Amorous Gesture (rilasa), Dishubill®
(circlitti), Confusion (rilhrama), Hysterical Mood (ilalimrile).
Manifestation of Affection (motherla), P'retended Anger Mutemin.
Affected Coldness (bibhola), Lolling (alta) and Want of Respons
(rilita)".

Mimicry (lila)?

heloved] are called Amorous Gestures (rilasa).
Dishabille

calleil
Dishabille (ricchitti)'.

the hela on the huva.
12-13 (C.12-13; K.XXII.12-13). ' DR. II. 37b; BhP. p. 8. 1. 5.

14 (C.14; K.X XI1.14). ' Cf. DR. II. 37b; BhP. p. 9. 1. 5; ND.

15 (C.I5; K.XXII. 15). ' Of. DR. II. 387, BhP. p. 9, 1. 8-7,

16 (C.16; K.XXII.16), ' The word is Pkt. in form and comes
probabably from viksipti. Cf. DR. II. 38b; BhP. p. p. 9. 1. 8-9; ND. p. 205.

17 (C.17; K.XXII. 17). Cf. DR. II. 39a; BhP. p. 9. L. 10-11.
ND. p. 203.
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Hysterical Mood

18. Combination of isolated states of smiling, weeping,
laughter, fear, sickness, fainting, sorrow and fatigue on account of

Manifestation of Alfection

11. Manifestation of Affection (mothyite) occurs through

when at the mention of the beloved, one is being absorbed in
thought of him'.

Pretended Anger

20. Pretended Anger (luthmite) arises on account of the joy
nd perplexity in [lover's] touching the hair, the breast, the lip and

the like, and it is feigning distress when actually there is delight'.
Affected Coldness

21. The indifference which women show [to their lovers) on
count of vauity and pride, after they have realised their churished

devire fi.e. conquering the lover's heart), is called Affected

Lolling
22. Graceful movement of hands, teet, brows, eyes, lips etc,

Want of Responae

23. That due to bashfulness, pretence ind nature women do
not make any reply [to her lover] even when they have heard his
words, is called Want of Response (vilust«)?.

ND. p. 206.

ND. p. 288-206.

- XXIV. 28 ]

(excessivel joy, is called Hysterical Mood (ilalin itre).

Sportive Mimicry (lila), Amorous Gesture (cilasa) and the like,

Coldness (bobolia)'

made hy women is known is Lolling (elite)?.

18 (C.18; K.XXII. 18). ' Cf. DR. II. 39b; BhP. p.9, 1.12. ND.
р. 206.

19 (C.19; K.XXI.19). Of. DR. II. 40a, BhP. p. 9, 1. 18-14;

30 (C.20; K.XXI.20), ' Cf. DR. II. 40b; BhP. p.9, 1.15-16;
ND. p. 206.

21 (C.20; K.XXU.21). ' Cf. DR. Il. 414; BhP. p. 9. b.17-18;

22 (C.22; K.XXIT.22). SCf. DR. IT. 1lb; BhP. p. 9, 1. 18-20;
ND. p. 206.

23 (C.23; K.XXII,23). ' Cf. DR. I. 420; BhP. p. 9, 1. 21-82;ND. p. 206.
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Involuntary Graces of women

24. The Involuntary (Graces) are: Beauty (subha), Charm

Beauty

25. Decoration of limbs on account of good physical

form, youth and loveliness being renderd manifest after the enjoy

Charm

26. Beauty which is full of a lover's passion, is callel

A high degree of charm, is called Radiance (dipti)".

Delicacy
27. Moderation in the movement [of limbs] in all con-

ditions, especially in Radiance (dipti) and in Lolling (lalita), is

Self-control

28. A natural bent of the mind which in all matters is
free from rashness and boasting, is called Self-control (dhair a)!.

Courage
29. The quality of nut becoming agitated in speaking, or

acting anything (lit, in practice), is called Courage (prayallya).

ND. p. 207. This def. scems to mean that is young womau's loveliness
is augmented after she has had her first experience of love's enjoyment
and this augmented loveliness is called soble.

* Cf. DR. II. 362; BhP. p. 8, 1. 17-18; ND. 1. 207.

1. 307.

p. 207.

D. 20%

THE NATYASASTRA [XXIV. 21-

(lianta), Delicacy (madhurya), Radiance (dipti), Self-control

(hairya), Courage (prayalblya) and Dignity (endarya)!.

ment [of love], is called Beauty (subha).

Charm (lanti)'.
Radianec

called Delicacy (mallurya)'.

24 (C.24; K.NXIT.24), ' Cf. DR. 1. 31.
25 (0.85; K.K.KI.25). ' Of. DR. 1 30а; BOP. p. 8. 1. 15-16;

26 (C.26; K.XXII.26). ' Cf. DR, II. 35b; BhP. p. 8, 1. 16.

27 (C:27; K.ХХП.27). * Cf. DR. II. 362; BhP. p. 8. 1. 19; ND.

28 (C:28; K.X.VIL28), ' Cf. DE. 11. 37%; BP. 1. 8; 1. 21; ND.

29 (C.29; KYXI.29), ' Cf. DR. II. 36b; BbP. p.8, 1. 28; ND.
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Dignity

Courteous beuring in all situation, is called Dignity (audary"

by the wise.

These [Graces) aru tender in connexion with per-

formance of delicate nature, but lin other cases they die. the

Eight aspects of the male Temporament
31.

Brilliant Character
32. Skill [in vurious things], heroism, and energy, version

tu mean acts and emulation of the best virtues constitute Brilliunt
Character (sobha, lit. beauty)".

Gracetul Bearing
33. Eyes moving straight, gait graceful like that of it

bull, and smiling words constitute Graceful Bearing (rilas«)".

Self-possession

3t. If due to i Long] pructice lin this direction) onu's
seuscorgans retain their firmness even when great changes of the
natural state have occurred, it is called Self-possesion (mälluwa,

Tenacity
35. Not reliquishing any undertiking relating to duty,

'See above 22. 3 See above 26.

ND. p. 197.

$ 197.

ND. p. 197.

•XXIV. 35

(races) except Amorous Gesture (riäs)' and Lolling (alita) are

brilliant (dipta)s.

Brilliant Character (shha), Circeful Bearing (vilar,
Self-possession (malhurya), Steuliness (stairyn), Gravity (aw-
Mur), Sportiveness (alita, Nobility (mularyn) and Spirit

(tejes) sue the difterent aspects of the male Temperument'

lit. sweetness) '

me.....
* Cf. DR. II. 36b, BhP. p.8 1. 20-22 ND. p. 207.
30 (C.30; K.XXII.30). ' See above 15.

31 (C.31; K.XXII.31). ' Cf. DR. IT. 10, BhP. p. 9, 1.24; p. 10. 1. 1;

32 (C.32; K.XXIT.32). ' Cf. DR. IL. la; BhP. pa 10, 1. 2-3; ND.

38 (C.33; K.XXI.33). ' Cf. DR. II. 11b; 11b; BhP. 1. 10, 1. 4;

84 (C.34; K.XXII.34). ^ C. DR. II. 12a; BhT. p. 10, 1. 50
35 (C.35; K.XX11.35).
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wealth and enjoyment, irrespective of its good or bad result.

Gravity

of which [outward changes in cases of unger, joy and tear do
not occur!

37. Erotic movements and changes [of leatures which o
not deliberate and which grow out of is tender nature, constitute.

Nobility
38. Making gifts, bestowing favours und speaking swert

words to others as well as to on's own men, is called Nobility

Spirit
39. That one does not tolerate even at the risk of one's

life any reproach or insult made by others, is called Spirit (tejus)

Histrionic Represesentation through the body

10. O the best of Brahmins, I have spoken before about thi
Histrionic Representation through Temperament (utter)', 1
shall now explain in detail the Histrionic Representation through
the body?.

' DR. 11. 13a; BhP. p. 10,16 gives the term as dhairya, ND. p. 198.

р. 198.

p. 198.

p. 197.

" It is curious that the author of the NS. is classitying abhinaya
in a different manner and reckons its two broad classes: stevika and
sarira and giveg their sub-divisions. For a four-fold division of the

THE NATYASASTRA [ XX/V. 36

is called a Tenacity (sthairya)'.

36. Gravity (amblurud) is something due to an intuc

Sportiveness

Sportiveness (lalita) 1.

(mularya)?.

----
36 (C.36; K.XXII.36). ' Cf. DR. Il. 12b; BhP. p. 10, 1.7; ND.

97 (C.37; K.XXII.37). ' Cf. DR. II. 14a; BhP. D. 11), 1.8; ND.

38 (C.38; K.XXII.38). ' Cf. DR. II. 14b; BhP. p. 10, 1. 10; ND

39 (C:39; K.XX11.39), ' Cf. DR. IT. 13b, BhP. p. 10; 1. 10; ND.
p. 197.

10 (C.10; K. X.XII.1(1). ' Ser above 1-39,

abhinaya see NS. VL 23.
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Words
18. Recitatives in San-kuit and Prakrit composed in soun

ur prove when they possess meaninge giving varions Sentiments,
ronstitute the Histrionie Representation by Words.

13. When the meaning of i sentence or the sentence (itselfl

is indicated Arst by Temperament and Gestures and then the
Tichal Representation is made, it is called Sick'.

H. When one skilfully represents by liestures in the
manner of the Suca the words which one has in one's heart.
it is ralled the Representation of Ankurt.

t. The representation that is made in duc order by the
head, the face, shanks, thighs, hands and teet in the manner of the
Aakhad?), is known as the Sikha Representation'.

ú. The intimation of Histrionic Representation which is
made it the beginning of a drama hy [different] practices, for
enlisening the time, and which lasts till the coming together of the

47. The Histrionic Representation of Dhruvas relating
to the States and the Sentiments which are made by means of

1.6.2.
to be the same as the

43 (C.43; K.XXII.43). 'This kind of representation is mainly to
decompany sougs and daner.

1This kind of representation is meant to
be combined with danec.

1 This kind of representation is to accom-

46 (C.46; K.XXII.46), 'This is the us of gestures in connection
with songs and danen before the beginning of the dramatic performance,

-XXIV. 471

41. This is sixfold: Words (raly), Such Ankura, Sükhi,

Nitvâvita and Nivettyankura.

Suci

Ankura

Sikha

Natyâsita

I'liumatis personae on the stage] is called Nityâyita'.

-At...
41 (C.Al; K.XXII.41), ' Cf. Kalidasn's pañcigübhinaya, Milavi.

42 (C.42; K.XXII,42). ' Thissooms
vicikibhinaya.

14 (0.44; K.XXII.44).

45 (C.45; K.XXII.45).
pany recitativos (pathya).

17 (C. 47; K.XXII,47).
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delineating joy, unger, grief and the like, is also to be known

48. When one represents words ofanother

Twelve forms of the Verbal Representation
49-51. These are the [histrionic] ways connected with

proper States and Sentiments that are available for the subject-
matter of plays. The representation of these, is to take thu
following twelve forms: Accosting (alapa), Prattling (pralapa,

Instruction

Prattling
Irrelevant (lit. menningles) words are called Prattling

Lament
58. Words originating in a pathetic condition are called

Repeated Speaking
Speaking aguin and again on anything is called Repeate

Dialogue
54. Dialogue (samlapa) is made up of utterance and

counter utterance.

18 (C.48; K.XXII.48). " This kind of representation is used by
the dancer who interpretes other's spreches.

* See did p. 11. 1. 3).

THE NATYASASTRA [XXIV. 18.

as Natyayita".

Nivrttyankura

person hy
Srici it is called Nivrtyankura'.

Lament (vilaja), Repeated Speaking (anulapa), Dialogue (1-
lapa), Change of Words («palapa), Message (sandera), Agreement
(atriles), Command (nirdesa), Pretext (raprulesa),
(apadesa) and Statement (apads) 1.

Acensting
52. Accosting (aline) is i sentenee used in addressing

[any one!'•

(malapa)".

Lament (rilapa).

Speaking (anulapa)?.

19-51 (C.49-51; K.XXI.49-51). ' BhP. p. 10, 1. 20-23.
52 (C.52; K.X XI1.52). ' Cf. Bh.P. p. 10, 1. 24.
* Cf. ibid p. 11, 1. 1.

53 (C.53; K.XXI.53). ' Cf. BhP. p. 11, 1. 2.

54 (C.54; KoXX/1.54), ' See BhP. p. 11, 1. 4.
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Change of Words

Change of words (apalapa)? is the alteration of words
spoken before.

Message

5ã. "Speak this to him", is lan example of] Message

Saying "You hare said what was uttered by me" is lam

Command

56. "T alone am speaking", is [an examplel of Command

Protest
To speak with the purpose of deception, is called Pretext

Instruction
57. To say "Do this"or "Take this" is [an example] of

Statement

Another classification of the Verbal Representation

58. These are the forms [of sentences] that are to create
the Verbal Representation. I shall speak [hereafter] of the
characteristics of the seven forms which it may have.

59. [A sentence may contain a statement which) treats

* Cf. ibid p. 11, 1. 11.

¿ The texts omit the def. of apadesa, which is given by BhP.

57

XXIV. 59]

Agrecment

example] of Agreement (ntiles)".

Instruction (upalesa)".

is [an crample of] Statement (apadésa)%.

an act visible (pratyaksa) or invisible (parolisa); it may relate

2 Sce ibid p. 11, 1. 5.

55 (C.55; K.XXII. 54c-55a). ' Cf. BhP. p. 11, 1. 6.
* See abid p. 1I, 1. 7.

56 (C.56; K.XXII.55b-56b). * Cf. BhP. p. 11, 1. 8.

57 (C.57a; K.X XII.56a). ^ Cf. BhP. p. 11, 1.9.

(p. 11, 1. 10) and is as follows: 4án at tsau si ga.
58 (C.57 be; K. XXII.57), 59 (C.58; K.X XIL,58),
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to the present, past or future time; it may affect one's ownself

60. "O this [person] is speaking and I am not speaking"
is a statement which treats a visible act (protyaksa), affects
another person (parastha) and relates to the present time.

61. "I am doing, or going or speaking" is a statement
which affects one's ownself, relates to the present time and treats a
visible aet.

62. "I shall do, go or speak" is a statement which affects
one's ownsclf, treats an invisible aet and relates to the futuro time.

6.3. "All my enemies have been killed by inc", is a state-
ment which affects one's ownself as well as others, and relates
to the past time.

61. "[The enemies] have been killed by thee", is a state-
ment which treats an invisible act, affects others, and relates to
the past time.

65. "This [person) is speaking, doing or going", is a state-
ment which affects another, relates to the present time and treats
a visible act!

66. "He is going or doing" is a statement which affeets
another, relates to the present time aud treats a visible actI

67. "They will do, go or speak", is a statement which
affects others, relates to the future time and treats an invisible net'.

68. "That work is to he done today by me together with
you", is a statement which affects one's ownself as well as another
and relates to the present time?.

69. Anything that is spoken on the stage (lit, in drama)
under the cover of the. hand, will affect one's ownself, relate to
something at ond's heart or will relate to an invisible (parolisa) act.

IC. omits this.

THE NATYASASTRA [8X1V. 60.

(atmastha) or another (parastha).

60 (C.59). * K. omits this. 61 (C.60; K.XXII.59).
62 (C.61; K.XX11.60). 63 (C.62; K.XXII.61).
64 (C.63; K.XXIl.62). 65 (K.XXII.63). * C. omits this.
66 (K XXII.64ab). ' (; omits this.
67 (K.X XII.64c-65n).

88 (C.84). * K. omits this. 69 (C.65; .XXII.66b-87a).
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70. The seven forms of this (i. e. Verbal Representation)

will have many more varieties when they will be modified accord.

ing to time, and persons who are affected (lit. of the self and
others).

71. These are the ways of the Histrionie Representation,
known to producers of a drama. Different kinds of representa-
tions are to be made through these!.

The Basic Representation

72. The Basic Representation (amanyublimeya) is that

which is made simultaneously by the head, the fier, the fect, the
thighs, the shanks, the belly and the wist'.

73. Experts in acting due to represent lie character] by
graceful movements of hands and delicate efforts of limbs lin
general], which are to delineate the Sentiments and the States.

Regular Mistrionie Representation

7475. The acting (lit. drama) which is performed by
physical efforts which are not violent, hurried or complex and which
rest on proper tempo (kuyu), time (lala) ind the measurement of
Kalas, and in which words are distinetly uttered without harshness

Irregular Histrionic Representation

76. When it is of the opposite kind and obserres free

movements and is not in harmony with songs and instrumental

music accompanying it, is called "irregular" (baluju).

77. It is called "regular" (ahhyuntara, lit, inner) when it

conforms to the rule (lit, within the lulsize or rule) and 'irregular'

-XXIV. 77]

and hurry, is called "regular" (ablujunt).

(alya, it outside) when it is outsile (le peseription) oft

----------...

70 (C.66; K.XX1.65b-662). 71 (0.67). + K. omits this.

72 (C.68; K.XXI1.67b-68a)."Cf. 1 above.

78 (C.69; X.X XII.68b-692).

74 (C.70; K.XXII.69b-70a).

78 (C.71; K.XXII.70b-71a). 76 (C.72; K.XXII.71b-724).

77 (C.73; K.XX11.72b-734),
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Laksana defined

78. As a performance is lalisyate or marked, it is called

luksana (characteristic mark). Hence it is of use in a drama.
Practice preferred to the Sastra

76. Those who have not received training from (lit. lived
with) any master (ararya) or who hove no access to the Sastras,
resort to the "irregular" [ways], which depend on merely the
practices Lof the stage).

Representation of the sensual perception

80. A wise [actor] should represent sound, touch, form,
taste and sinell by the sense organs concerned, and by Gestures
delineating their objects?.

Sound

81. By making a sidelong (ract) glaner, bending the head
sideways and putting i haud near the cai, one should represent

82. By slightly narrowing down the eyes, rising the eye-
brows in the like mannar as well as by touching the shoulder and
the check, the wise one shoukd represent the touch (spursa).

83. By holding on the head the Pataka hand with its fingers
slightly moving, and looking intently lat something with eyes, the
wise one is to represent the form (rajn).

Taste and Smell
81. By slightly narrowing down the eyes and expanding the

nostrils in the like manner as well its by intently gazing [at
something] the wise one is to represent the taste (rusa) and the

'oncient India's artists did not follow the Sastras slavishly.

THE NATYASASTRA [XXIV. 78-

the sound sabia).
l'ouch

l'orm

smell (yaulla).

78 (C.74; K.XXII.73b 74a).
79 (C.75; K. XXII,74b-75a). 'Read the couplet as taranaffear ay

-a mana �in a area fanna: unfag. This showe that the

80 (C.76; K.XXI.75b-76a). * See also NS. VIlIf.
81 (C.77; K. XXI1.76b-77a). 82 (C.78; K.XX11,77b-78a).
83 (C.79; KXXII.793-792). 84 (0.80; K.XXII.79b-80a).
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85. These are the gestures which arise from the activities
of the five sense-organs such as skin, eyes, nose, tongue and ears.

Importance of the mind

86. When an object of a sense-organ is contemplated in
mind it gets represented (outwardly] A person out of his mind
cannot know the object of senses which come through five sources.

The three aspeets of the mind
87. With reference to the representation, the mind has

The favourable mind
88. Everything favourable should be represented by the

happy movement of limbs, horripilation and the opening of the
mouth.

89. In caso of it favourable sound, form, touch, smell or
taste, one should show a happy face by concentrating the senses
[concerned] in mind.

The infavourable mind
90. By turning the head, not using the eyes and keeping

them fixed to the nose, one should reprosent whatever is unfavour-
able.

The indifferent mind
91. An indifferent attitude should be represented by

expressing not too much delight or to much abhorrence, and by
keeping oneself in the middling stale.

92. The representation of words like "ilt is done] by him",

"It is his", or "He does this"
which relate to invisible acts is [un

example of] indifferent attitude.
The meaning of "personal"

93. The object which a person himself feels is called

manasa pruptair, 'by means of senses coming together with the mind'.

-XXIV. 93 ]

three attitudes [towards objects), vin, favourable (isle), unfavourable
(movista) and indifferent (mailyst).

"porsonal" (atmustlu).

85 (C.81; K.XXII.80b-81s). 86 (C.82; K.XXII.81b-82a).
87 (C.83; K.X XII 82b-83a). 88 (C.84; K.X XII.83b-84a).
89 (C.85; KK.XXII.846-857). ' The expression usal is indriyair

90 (C.86; K.X XII.8ub-86a). 91 (C.87; K.XXII.86b-87a).
92 (C.88; K.X XII.87b-88a). 93 (C.89; K.XXII.88b-898).
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The meaning of "external"

And anything which is to be described by another is called

Desire

91-95. Almost all the States proceed from passion which
combined with desire will be considered as having many forms such

and desire for liberation (molisa-kama).

Love
95-96. The union of a man and a woman is called love

(liama). This love which may end in joy or sorrow for all people, is
mostly to be observed as leading to happiness even in unpappy
situations.

Erotic Affair
97. The union of men and women which finds them

sexually united is known as an Erotic Affair (shyara). This
benefits the two, and brings them happiness'.

In this world people always desire happiness of
which women are indeed the source. These women are of various
nature'.

Various types of women

99-100. Women are known to possess the nature of gods,

tigers, men, monkeys, elephants, deer, fish, camel, Makura,
asses, horses, buffaloes, goats, cows and the like".

The woman of divine type
101-102. A woman who has delicate limbs, steady and soft

looks from the corner of her eyes, is free from any disease, has
lustre, munificence, truth and simplicity, emits very little sweat, has

' See BhP. p. 109, 1. 12-15.

THE NATYASASTRA [XXIV. 94.

"external" (varastha).

as, desire for virtue (uharma-lama), desire for wealth (artha-kama)

Asuras, Gandharvas, Raksasas, Nigas, birds, Pisacas, Yaksis,

94-95 (0.90-91a; K.XXI.89b-90a).

95-96 (C.91; K.XXI.91b-92a).

97 (C.92; K. XXII.92b-93a). * C. omits 96.
98 (C.93; K.X XII.93b-942). ' Cf. BhP. p. 109, 1. 9-10.
99-100 (C.9495; K.XXII 94962).

101-102 (C.96-97; K.K°XII,96b-98r). * Cf. BhI. p. 109, 1.16-19.
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middling sexual passion, takes moderate fool, loves sweet scent and

is engaged in vocal and instrumental music, is known to possess the

nature of a goddess?.

103-104. A woman who transgresses laurs and practices

trickery, is confrmed in anger, very cruel, fond of wine and meat,

always irascible [in temper, very proud, fickle-minded, very

covetous, harsh, fond of quarrel, jenlous and inconstant in affection,

is said to possess the nature of an Asura'.
The woman of Gandharva type

105-106. A woman who enjoys roaming in many gurdens,
is alorned with good nails and teeth, speaks with a smile, is slim.
bodied, has a slow gait, loves sexual pleasure, is alviys pleased to
lear music (giti and raly) and to witness dance, is cureful
about the cleunliness of the body) and has soft skin, glossy hairs
and charming cyes, is known to possess the nature of a Gandharval.

The woman of Raksaga type

107-108. A woman who has large and broad limbs, red wide
cyes, hard hairs, loves to sleep in day time, speaks loudly, has the
habit of hurting [one] with nails and teeth, is disposed to anger,

jedlousy and quarrel, and likes to roam at night, is said to possess
the nature of a Raksasa

The woman of Naga type

109-110. A woman who has a pointed nose and sharp teeth,
slender body, raldish eyes, complexion of a blue lotus, is fond of
sleep, very irascible, has in oblique (tiryal) gait and unsteady
efforts, takes pleasure in [the company of many persons (lit.
beings), and loves sweet scent, garlands and similar other oljects,
is said to possess the nature of a Naga'.

here this type is called daityarila.

p. 111, 1.1.

•XXIV. 109 ]

The womau of Asure type

-----.. - ---—. ....--
103-104 (C.98-99; K.XXII.98b-1000). ' Cf. BhP. (p. 109, 1.20-22)

105-106 (C.100-101; K. XXIT.100b-102a). ' Cr. BhP. p. 108, 1.1-4.

107-108 (C.102-103; K.XXII.102b-104a). ' Cf. BhP. p. 110, 18-11.
109-110 (C.104-105; K.XX11.104b-1060). ' Cf. BhP. p. 110, 1. 21-32,
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The woman of bird type

111-112. A woman who has a very large mouth, energetic

character, loves streams, enjoys spirituous liquor and milk, has

many offsprings, likes fruits, is always given to breathing and is

always fond of gardens and forests, is (very] fickle and talkative,

is said to possess the nature of a bird'.
The woman of Pisaca type

113-114. A woman who has more or less than the usual
number of fingers, is merciless during sexual nets, has the habit of
roaming in gardens and felds, and of terrifying children, is treacher.
ous, speaks with a double entendre, behaves abominably during
sexual acts, has a hairy body and loud voice, and is fond of spiri-
tous liquor and sexual indulgence, is said to have the nature of a

The woman of Yaksa type
115-116. A woman who sweats during sleep, loves quiet

rest in bed or seat, is [very] intelligent, fearless and fond of wine,
sweet smell and meat, takes delight on seeing the beloved one

after a long time, foels gratitude [to him], does not sleep for a long

time, is said to have the nature of a Tiksa?

The woman of tiger type

117. A woman who takes honour sud dishonour in the

same spirit, has a rough skin and harsh voice, is wily, speaks

untruth and haughty words and has tawny eyes, is said to have

the nature of a tiger (vyala)'.

The type of human female

118-119. A woman who loves uprightness, is always clever

and very virtuous, has regular features (cibhaltany, is grateful

[to her benefactors, disposed to worship the elders and gods, .

THE NATYASASTRA [ XXIV. 111.

Pishen!.

111-112 (C.106-107a; K.XXII, 106b-108a). I Cf. BhP. p. 1. 12-12.

113-114 (K.XXII.108b-110). ' Emend Janidhikungulil, into

cinüdhikingulil. Cf. BhP. p... 15-18.
115-116 (C.107b-108; K.XXII, 110b-112a). ' Read 115b. at medha-

vini bhayahinà etc. Cf. BhP. p. 110, 1, 5-7.
117 (C. 109; K.XXII.1126-113a). ' Cf. BhP. p. 110, 110 1. 19-22.
118-119 (C.110-111; K.XXII.113b-115a). / Cf. BhP. p. 111, 1. 3-4.
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always careful about duty as well as material gain, and is hree from

pride and fond of friend and has a good character, is said to have

the nature of a human being.

The woman of monkey type

120-121. A woman who has a compact and small body, is

impudent, has tawny hairs, is fond of fruits, talkative, lickle, and

energetic, loves [to roam about in trees, gardens und forests,

cherishes highly even a small kind act (done to her] and is violent
in sexual net, is said to have the nature of a monkey?.

The woman of elephant type

122-123. A woman who has a large chin and forehead, is
fleshy and bulky, has tawny eyes, hairy body, is fond of sweet
scent, garlands and wine, has irascible temper, steady energy, loves
water, gurden, forests, sweet things and sexual intercourse, is said
to have the nature of an elephant.

The woman of deer type

121-125. A woman who has a small abdomen, flat nose,
thin shanks, large red eyes, is fickle, has the habit of quickly going,
of taking fright, is tinid, fond of songs and instrumental music, is
iriseible in temper, unstrady in her efforts, is said to have the
nature of a deer?

The woman of fish type

126. A woman who has long, large and high breasts, is
fickle and without any twinkle in her eyes, has many servints and
offsprings, has liking for water, is said to have the nature of fish',

The woman of camel type

127-128. A woman who has protruding lips, too much
sweat, a slightly awkward guit, slender abdomen, is fond of
fowers, fruits, salt, sour and pungent tastes, has her waist and
sides loosely bound, speaks harsh and cruel words, has a high and
rough neck, is said to have the nature of a camel'.

-XXIV. 127]

.

120-121 (C.112-113, K.XXII. 115b-117a). ' Cf, BhiP. p. 111, 1.5-7.
122-123 (C.114-115; K.XXII. 1176-119a). ^ Cf. BhP. p. 111, 1. 8-9.
124-125 (C.116-117; K.XXUL119b 121a). ' BhI' p. 111, 1 10-13.
126 (C.118; KX XI. 121b-122a). ^ Ct. BhP. p. 111, 1. 13-14.
127-128 (C.119-120; K.XXII.122b-124a), ' Cf. BhP. p. 111, 1. 15-16.

58
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The woman of Makara typc

129. A woman who is cruel and has a lange head, a stady

neck, a mouth wide open, very aloud voice and the babits of fish, is

known to have the nature of a Makara'.

The woman of ass type

130-131. A woman who has a thick tongue and lips, rough

skin and harsh words, is violent during sexual acts, impudent, fond

of nail-scratches and biting from her lover], jealous of her co-
wives, clever, fickle, slow in her gait, angry by nature and has
many offsprings, is known to have the nature of an ass?.

The woman of swine type

182-133. A woman who has a large back, belly and mouth,
hairy and strong body, a very narrow forehead, is fond of ordinary
and bulbous roots, has black teeth and ugly face, large thigh and
thick hairs, mean habits and many offsprings, is said to have
the nature of a swinel.

The woman of horse type

A woman who is faithful, has symmetrical sides,
thighs, hips and neck, straight and thick hairs, is charming,
munificent, mysterious, fickle-minded, sharp-tongued, quickly
moving, and disposed to anger and sexual passion, is said to have
the nature of a home?.

The woman of buffalo type

136-137. A woman who has broad back, bones, teeth, sides,
belly, rough hairs, is faithless, turbulent and hater of men, has a
slightly broad (lit. raised) mouth, large forehead and hips and is
fond of forests and sporting in water, has the nature of a buffalo?.

The woman of goat type
138-131.A woman who is thin, has small arms and breasts,

[almost| motionless red eyes, short hands and feet, is covered with

THE NATYASASTRA
[8X1Y. 129.

131-135.

129 (C.121; K.XXII,121b-125n). ' Cf. BhP. p. 111, 1. 17-18.
130-131 (C.122-123; K.XXII.125b-127a). ' Cf. BhP. p. 111, 1. 19-20.
132-133 (C.124-125; K.XXII. 127b-129a). • Cf. BhP. p. 111, 1. 21-22.
134-135 (C.126-827; K XII.129b-131a). / Cf. BbP. p. 112, 1. 1-3.
136-137 (C.128-129; K.XXI.131b•133a). • Cf. BhP. p. 112, 1.4-6.
138-139 (C.130-131; 1C XX/L.137b-139a). ' Cf. BbP. p. 112, 1. 729.



THE BASIO REPRESENTATION $59

fine hairs, and is timid, foolish, mad, fond of forests, restless,
swiftly moving, and has many offsprings, is said to have the

nature of a goat! The woman of horse typ

140-141. A woman who is alert in eyes and limbs, disposed

to yawning [often], is talkative and grateful, has a small beaming

face, short hands and feet, loud voice, irscible [temper), and

low manners, is said to have the nature of a horsed.

The woman of cow type

142-143. A woman who has large, plump and high hips,

thin shanks, short hands and feet, is kind to friends, firm in her
efforts, favourable to children, engaged in worshipping ancestors
and gods, always clean, respectful to superiors, faithful, und patient

in her sufferings, is said to have the nature of a cow'.
Etiquette towards women

144-145. After knowing a woman's nature one shoukl
approch her accordingly. For courteous acts done do i woman
according to her nature, even if these tre not many, will be
pleasing to her, while great many such ants when they we
done with an ignorance of her nature (lit. otherwise), will not
satisfy her [at all].

145-146. An external love will arise in a woman when she
has been courted (lit. looked for) in a proper manner. And certain
Etiquette (upacara) has been prescribed for man and woman in

love [with each other].

146-147. Austerities are practiced for the sake of virtue
(charma, and the [acquisition of] virtue is for the purpose of
happiness. And happiness has its source in women the enjoy-
ment of whose company is desired [by people in general.

spurious ; see 134-135 above.

•XXIV. 146 ]

140-141 (C.132-183; K.XXII.133b-135a), ' This def. seems to be

142-143 (C.134-135; K.XXXI.1356-137*), ^ Cf. BhP. p. 112, 1. 10-12.

141-145 (C.136-137a; K.XXII.139b-141a). ' Seo BhP. p.112, 1. 14-16,

145-146 (C.137b-1387; K.XXII.141b-142a).

146-147 (C.138b-1:382; K.XXII.142b-143a). •
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Two classes of Etiquette

147-148. In the theatrical convention, Etiquette relating

to the [practice of] love (kramopacara) of men and woman is of two

148-149. [Of these to], the internal [Etiquette] is to be

observed by kings in the Nataka. And the external [Etiquette]

is to be observed by courtezans in the Prakarana.

The king's Etiquette towards women

149-150. In this connexion I shall describe in detail the

rules of Etiquette for kings in their enjoyment [uf women's love],

which have been drawn out from (lit. have arisen from) the Aphor-

The three classes of women

150-151. Women who have the nature of various beings
are of three classes: "homely" (ablyantara, lit, inside) "public"

inside). A woman belonging to a high family is it "homely"

152. A thoroughly tested (lotusnuca) woman, if she is a
maiden of high family, is of the mixed (bahyabhyantara) class.

153. A maiden of high family has no occasion to receive
the king's Etiquette, and a public woman is never denied by a
king and she does not receive his courtesies?.

15t. A king's Union tikes place with a "homely" woman,
and a common man may unite with a "public" woman, while the
king may have Union with a heavenly courtezan [as well]'.

149-150 (C.141b-142a). This work seems to be lost and is not
the present sutra text ascribed to Vatsyayana On this see the Introduction.

153 (C.145). ^ The reason is obvious. K. omits this.
154 (C.146). ' As in Vikram. K. omits this.

THE NATYASASTRA [ XXIV. 147-

kinds: external (baliya) and internal (abhyantara).

isms of Brotics (kamasütra).

hahya, lit. outside) and "mixed" (haluablyantura, lit. outside and

(abhayantara) and a courtezan is a "public" (bahy«) woman.

147-148 (C 139b-1402; K.XXI.143b-144a).

148-140 (C.140a-141; K.XXII.144b-145z).

151 (C.142b 148; K.XXII.145b-146).

. 152 (C.144; K.XXII.147). ' K's reading is fragmentary.
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175. The conduct which (lit. that) is approved by [married]

women of high family will hold good in euse of maidens too. And

[in love affairs a courtezan too [will behave generally] like a
lady of high family

The beginning of love

156. Love of the superior, the middling or the inferior kind
arises in men and women, from various causes!.

157. Love [for a person grows from hearing [about him]
seeing [him, hearing about his) personal beauty, [seeing his,
sportive novements of limbs and [hearing his] charming conver-
sation.

158. An expert in this matter should then observe the
various indications of love in men and women who desire one
another's company.

151). A woman becomes overpowered with love on seeing it
young unan who has personal beauty as well is other innate quali-
ties, and has besides the knowledge of various arts and crafts'.

Signs of love

161. The glanee in which (the eyes are) charming, tearful
drooping and eyelashes are throbbing, is called Kamya (lit. loving)

und it should be used here?.

161. The glance in which the corner of the eyes are moving
and having sportful expressions, is called Lalita (lit. sportive). It

Is used in women's partial looks.

162. Due to love, one's roice becomes slightly impassioned,
and the face covered with sweat-drops, and hairs in the body stand

on their end'.

156 (C.148). ' These three kinds of love have been delined by
later authore like Saradatanaya; see BhP. po 113, 1. 10-14.

160 (C. 152). ' K. omits this.

162 (C.154), ' K. omits this. Cf. BhP. p. 113, 1. 17-19.

-XXIV. 162]

--•----. -
155 (C.147). ' Cf. agm Ma7 9281d97a1 01979 cte. KS. IV. 2.1.

157 (C.149). ' K. omits this. 158 (C.150; K.XXII.148a).

159 (C.151). ' K. omits this.
161 (C.133). ' K. omits this. See NS. VIII.73.
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Signs of a courtezan's love

163-165. A courtezan is to be considered overpowered with

love when she expresses her passion by casting side-long glance,

touching their ornaments, itching the ears, scratching the ground

with her toes, showing the breasts and the navel, cleansing the nails
and gathering her hairs.

Signs of love in a highborn lady
166-167. Similarly one should know that there are indi-

cations [of love] in a woman of high family, These are as follows;
she looks continuously with blooming eyes, conceals her smile, speaks
slowly and with a down-cast face, gives reply with a sinile, conceils
her sweats and appearance, has throbbing lips and is trembling?.

Signs of a maidens love
168. These are the various signs with which a woman not

yet having the experience of love's pleasure (ruti) will express hor
love which has ten stages!.

Various stages of her love
169-171. First there will be a longing (abhare), secondly

tenthly Death (marina)'. These are the stages of love in case of
men is well as of women. Now hear about the characteristics of
all these.

Longing
172. Longing (abhilasa) arises from efforts born of desire

and wish [for the beloved one, and leads to the means of meeting

and p. 114, 1. 1-2.

p. 114, 1. 1-5.

as ten or twelve'.

THE NATYASASTRA [ 8XIV. 169-

Anxiety (rinta), thirlly Recollection (anusmyti), fourthly Enumer-
ation of [the beloved one's] Merits (gunkirbana), fifthly Distress
(nery, sixthly Lamentation (vape), seventhly Innity
(ronman), eighthly Sickness (rjathi), ninthly Stupor (inquta), and

[him ]"

163-165 C.155-157a; K.XX.148b-150). ' Cf. BhP. p. 113, 1.309,

166-167 (C.157b-158ka; K,XXIL.151-153a). ' Cf. BhP. p. 113, 1. 17,

168 (C.159; K.XXII.158b-154a), ' BhP. (p.88) gives the numb r

169-171 (C.160-162; K.X XIL.154b-157a), FCf. BhP. (p. 88, 1. 3-5)
jives two more stages (iccha and utkaw|hi), Also ef. KS. V.1-5; NL.2421.

• 172 (C.169; K.XXII.157be). * Cf, NL. 2427; BhP. p. 88, 1. 15-16.
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173. One goes out of the place [where the beloved one is]

or enters it or stays within his sight, and shows signs of amour in

the first stage of his love!.

Anxiety

174. Anxiety (cinta) should be indicated by speaking to the

female Messenger (duti) words such as "By what means and in

what manner will there be an Union with (lit. obtaining' of) the

17. In the second stage lof lovel one should look with

half-closed eyes and touch the Valaya (bangles), the Rasuna, the
Nivi, the navel and the thighs.

Recollectien
176. Sighing again and again, thinking deeply of the heloved

(lit. desired) person and disliking other engagements, is called

177. Being engrossed in thinking of him (i. e. the heloved)
one does not attain composure in sitting or lying in bed, and
remains without doing one's duty. The third stige lof lovel
should be expressed like this.

Enumeration of Merits
178. To express by means of sportful movement of limbs,

smiles and glance and [other efforts) the idea that there is no one
else like him', is called Enumeration of [the beloved one's] Merits I

179. The representation [of love] in the fourth stage (ie.
in the Enumeration of Merits) should be made hy horipillation

C's reading of the portion of thie chapter (XXIV.) given in pp. 281 (linc
27)-289 (line 3) is merely an unacknowledged copy of K.s reading of the
same. C.'s. own reading occurs in pp. 348 (line 14) 355 (line 8) as a part
of the chapter XXXI,

-&XIV. 179]

heloved? ?"

Recollection (aust)

173 (C.164; K.XXII.158). ' CF. NL. 2428ft; BhP. p. 88, 1. 17-20.
174 (C.165; K.XXII.159), ' Read samprüptil: (sambhrintil, C;

sumingal K). = Cf. NL, 2436ff; BhP. p. 88. 1. 21-37.
175 (C.166; K.XXI1.160), 1 Cf. BhP. p.49, 1.8-5.

176 (C 167; K.XXII.16L). * Cf. NL.2449; BIP. p. 89, 1. 7-8.177 (C.XXX1.76; K.XXII.162). * Cf. NL.2449; BhiP. p. 49, 1. 911.

178 (C.XXXI.77; K.XXII.163), # Cf. NL2456; BhP. p. 80,1. 12-14.

179 (C. XXXI.78; K,XXII.164). * Cf. BhP. p. 88, 1. 15-18.
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wiping off tears, sweats, and talking confidentially to the female

Messenger to relieve the pangs of separation?

Distress

180. That one is not satisfied or pleased with sitting or

lying in bed and is always eagerly expecting [the beloved one] is

181. By representing anxiety, sighs, lassitude and burning
of the heart in an exaggerated manner, one should express the
stage of Distress'.

Lamentation

182. Lamentation (rilapa) is represented by speaking
sorrowfully words such as "He stood here; he sat here, and her

he approached me, ete?."

183. A lamenting woman is distressed by very eagerly ex-
pecting [the beloved one], and out of uneasiness she moves from
one place of grief to another?.

Insanity
184. When a woman is always engaged in talking about

him (i.e. the beloved) and hates all [other] males, it is i case of

185. To represent Insanity one should sometime look with
a steadfast gaze, sometimes heave a deep sigh, sometines be abso
bed within oneself and sometimes weep while walking about.

186. Being devoid of all pleasures of love and of [any] ex-

THE NATYASASTRA [ XXIV. 180

the stage of Distress (ndega) in love'.

Insanity (namala).

Nickness

pectation (about them | one gets Sickness (wilhi)"

180 (C.XXXI.79; K:XXII.165), • Ct. NL.2462f;BhP. p. 89, 1. 19-22.
181 (C.XXXL.80; K.XXII.166). * See note of 180 above.
182 (C.XXX1.81; K.XXII.167). * CF. NL.2470; BhP. p. 90, 1. 1-3.An em

�faH, IT a dE aaH ete (Svapna 1-15, 2-4).

183 (C.XXXI. 82; K.XXII. 168). 1 Cf. BhP. 90, 1. 4-8.
184 (C.XXX1.83; K.XXII. 169b). * Cf. NI 3484ff; BhP.p.90 1.9-15.
185 (C.XXX1.84; XX11.170). * See above 184 note.
186 (C.XXX1.83; K.XXII.171). ' BhP. p. 90. 1. 16-18. follows K.

NL . (2476) has alaika (disquietude) which precedes unmada.
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187. To represent Sickness tire eighth stage, one is to show

that the heart becomes paralysed, the body is in fever, the head
aches badly, and one does not have any tranquility!

188. In Stupor (indula) one does not respond when ques-
tioned, and does not hear or see [anything?. It is a pathetic
condition in which one's mind is derangel'.

189. To represent Stupor one is to utter response (luen) on
the wrong occasion, and is to have one's limbs relaxed and the
mouth given to excessive breathing (lit. swallowed by hreathing)!.

Death
190. Tf even after adopting all the mens available for the

purpose] the Union [with the heloved! does not tike place, then
burnt in the fire of love one's Death (marane) takes place'.

101. Thus in case of her meeting (lit. getting) the beloved,
one should represent, according to the Science of Brotics (lamatan-
(r), for the Heroine all the stages of love except the last one'.

Manifestation of men's love
192. liven a man separated fron his helored one will thus

make a manifestation of his love in diverse ways through different

States!.
Characteristics of love

193. One should represent men ae well as women who are
expressing these stages of love by bringing in their common
characteristics [in particular stages)'.

Women separated from the beloved one
104-106. All the stages of love should be represented in

diverse ways by anxiety, sighs, lassitude, wariness of the body, and

59

•XXIV. 1011

Stupor

187 (C XXX1.86; K.XXII. 172). ~ Cf. BhP. p. 90, 1. 19-22.
188 (C.XXX187; K.XXII. 173). ' Ct. NI.?499ff; BhP, p 91, 1. 1-6.
189 (C X..X1.88, K.XXIY.174). ' Sce above 188 notc.

190 (C.X N X1.99; K.XXII.175), ' Cf. NL.2505ff. BhP. 1. 91, 1. 7-8.
191 (C.XXXI. 9); K.X XI.176). • Cf. NL2510f. BhP. p.91,1. 9-10.
192 (C.XXXI.01; K.XXX.177). * See above 182 note.
193 (C.XXX1.92; K.XXII. 178). ' K, reads after thie two addi-

tioual (XXII 179-180) couplets.
194-196 (C. XX XI.93-95; K.XX II.181-183).
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following [the beloved) or guring [at him] or gazing [vacantly] at

the sky, talking pathetically, touching [different ornaments],
twisting [some objects] or clinging to some support and similar
other conditions and situations dising from an ahsener of lnion

19% When burning very much with the fire of love om
will use [special] elothes, ornaments, scents, rooms and gardens
which have a cooling effect.

108. Being overpowered with a burning love and affected
through its several stages one should send a female Messenger (to
the beloved! to speak of one's conditions.

190. One should ask a female Mesonger to carry a
message of love [to the belovedi. She [should deliver the sung]
with proper courtesy land the like] after saying "This is her
condition".

200. After the substance (lit, meaning) of the message has
been communicated one should think of the means of folfiling the
love. This is the rule whore love is to be practised speretly.

The king'» Etiquette to women

201. I shall now spenk in detail about the rules regarding
the practice of kings in relation to "homely" women and thesp
rules are taken out the Science of Erotics (liamatantra)'.

202. Elappy and unhappy conditions which necur lin cou-
nexion with love] in persons of various dispositions, and which are

assumed by kings, are also followed by common people.

203. Kings have no difficully in obtaining women; because

means for this, is at their command. And the love that grows out

of liberality becomes pleasing.

any particular treatise.
'This does not spem to indicate

TEL NATYASASTRA V. 117.

(cipralamble).
Relief in lovesickness

The female Mesanger

197 (C.X N X1.96; K.XXIL.184).
199 (C.N X1.98; K.VXII. 186).
201 (C.XX N1.100; K.X.VIL.188)

202 (C. NXX1.101; KXX11.180).
203 (C.XXX1.102; K.XXII.190).

198 (C.N NXI.97; K XXI.185).
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201. Out of respect for the queens and for fear of their
faronrite women, kings are secretly to make love to queen's maid:

205. Though the kings my have many ways of making
love, the making it socretly will be Ithe most pleasing lot all.

206. That a woman resorts to wily ways, that one is shut
out from her and she become avilable only with ditheulty, imparts
the supreme pleasure to her love.

207. In ease of women of the harem, the king's Union
(sem noga) with them in day time may be permitted, but in dedling

with external women Cnion should take place at night'.
Reasons for Conjugal Union

208. The following xisare reasons for the Conjugal

209. When the Conjugal Union (rastlia) is due, kings
should go to the bed chamber of it queen even it she may be in her

menses or may not be his favourite.
Right kinds of Heroin

to be of eight kinds such as, "one dressed up for Union" (iarelia

passage quoted in KA. (D. 307) where he copies 15. (i. 177) verbatim.

•XXIY. 210]

Union (rasuka): scheduled order (opali), desire for progeny
(phala), newness of relation (nadera), birth of in child (prastru),
time of sorrow (lunk) and of joy pramle,".

210-211. In this connexion Heroines (agilia) are known

serjia), "one distressed by separation" (rincholicellera), "one having
her hushand in subjection" (rallimella (rie), "one separatel
from her lover] by i quarrel" (alchantrile), "one eneiged with
her lover" (hundita), "one decuired hy her lover" (ripalabilia)
"one with a sojourning husband" (ritalind) d"one who
moves to her lover" (abhirarila).

204 (C.XXXI.103; K.XXII.191). 205 (C.NNX1.106; K. XX11.192).
206 (C.X VX1.105; K.NXII.193).
207 (C.XNX1.106; K.XXII.194). ' Cr. KS. V. 1, 16.

* This ruler of the Conjugal Ouion (aiseke) rem. le have been
relaxed at the time of Vatvigana. See 183.10. 2. 11-63.

209 (C.XXXI.108; K.\XIl.196).
210-211 (C.XXXI.109-110; K AXIT.197-198) ' Se: DR.11.23-37.
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The Heroine dressed up for Union

212. A woman who in eager expectation of love's plete

decorates herself joyfully when the Conjugal Union (raselin) is
due, is a Heroine dressed up for Union (rasulusajja)'.

The Heroine distressed by separation

213. Awoman whose beloved one does not turn up on
account of his preoccupation with many other engagements and
makes her sad, is a Heroine distressed by separition (rahot.

The Heroine having her husband in subjeetion
214. A woman whose husband eaptivated by her conduct

as well as by love's pleasure (sata) from her, stays by her side,
and who has pleasing qualities, is i Heroine having the husband

The Heroine separated by quarrel
215. A Heroine separated by quarrel (ialahantarita) is a

woman impatient for her lover who has gone away due to a quarrel
or jealousy, and does not return?.

The enraged Heroine
216. A woman whose beloved one on account of his attach-

ment for another female does not come forthe Conjugal Union

217. A woman whose lover does not come to her for i
certain reason even when the female Messenger was sent to him

The Heroine with a sojourning husband
218. A woman whose husband (lit. the beloved one) is

living abroad on account of various duties and who wears her

THE NATYASASTRA [ XXIV, 212-

in subjection (scallunablurtia).

when it is due, is an chraged (ilamlila) Heroine?.
The deccived Heroine

and a tryst was made, is a deceived Heroine (nipralalla',

₴12 (C.XXX1.111; K.XXII.199), ' Cf. NE. 2525ff, DR. II. 26; BhP. p. 99.
813 (C.XXXL.112; K.KXI.200). ' Cf. NL.2530; DR II 25; BhP. p. 100.
214 (C.NXXI.113; K.XX11.201). ' Ct. NL.2568, DR. Il. 24; BhP. p. 99.
215 (C.XXXL 114; K.NXI.202). * Cr. NL.2550; DR. II. 26; BhP. p. 99.
216 (C.XXXI.115; K. XXII.203). ' Cf. NE.053618; DR. 1. 25; Bhl. p. 98.
217 (C.XX XI.116; K./XII.204). ' Cf. NL.2542ff; DR. IT. 26; BhP. p. 99.
218 (C.XXXI.117; K.XXIL.205). ' Cr. NL.2056ff; D. TI. 27; which uses
the the te a prositaprigi. Bht, p. 100.



THE BASIC REPRESENTATION 169

hair hanging loore, is culled i Heroine with it rjourning husband

Heroine moving to her lowr
219. A woman who due to love or infatuation is ittracted

to her lover and gives up moderly for going ond to met him, is
called a Heroine secretly moving to her lover (abhixerika)".

Representation of the diflerent Horoines

220. Heroines in a Nataka should be of there conditions.
I shall speak of the manner in which the producers are to represent

Puraged, deceived and quarreling Heroines

Heroines should be ropresented
by anxiety, sighs, lassitude, burning of the heart, conversation with
female friends, looking to one's own condition, weakness, depres-
sion, tears, appearance of inger, giving up of ornaments and toilet,
sorrow and weeping'.

The Heroine with is sojouring husband
1230.The Heroine with it sojourning husband (regit-

bhartalia) should also be represented with these states?

The Heroins having the husband in sujection
224. A Heroine having the husband in her subjection

should be represented with gaody and brilliant dresses, lace beun-
ing with pleasure and having an excuss of physical charm'.

Different classes of Heroine noving to her lover
225. Whether she may be i courtezen, a lady of high

family or a maid-servant, the producers shonkd make the Heroine
move to her lover in the special manner described below'.

-XXIV, 225 ]

(rositabhartilia)'.

them'.

221-223. Enraged (ilarmita), Deceired (ripralabilla),
ind Quarreling (hulahantarila)

219 (C.XXX1.118; K.XX1.206). ' Cf. NE25721; DR. I. 27. sce
BhP. p. 100.

220 (C.XXX1.119; K.XXI1.207). ' Yallis gojyam proyokt chil, C.
for kimalantram anckadha. K.

421-223 (C.XXX1.120-1224; K.XXI.308-210&). ' Cf. DR. 1I. 28;
ci. BhP. p. 98-100.

22:36 (C XXX1.122b; K.XX11.310b). ' Cf. BhP. D. 100.
224 (C.X.N X1.123; K.XXI.211). ' Ct. DR. IL. 28. Cf. BhP. p. 99.
225 (U.XXX1.124; K.XXII.212). ' Cf. DR. IL. 28. Cf. BhP. p. 100.
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The Courtezan
226. [In going down to her lover] the courtezan is to har

her body beautifully decorated with various ornaments and to
walk slowly in the company of her attendints and with la display

The woman of high family
227. [And in such a situation) & woman of high family

will cover her face with i veil, and walk timidly with her limbs
contracted, and will [very often] look back?.

The hand-maid
228. And in the same situation a hand-maid will walk with

How to meet a sleeping lover
220. If the beloved (lito this one) is in bed in she finds

manner I am going to mention'.

230. A woman of high family is to awaken him by [the
sound off her ornaments, the contezan by the sweet (lit. cool) scents
and the handmaid by fanning the beloved one with her elothes?.

231. In this connexion) the scolding words of women friends
are to be strong but sweet, and beantifully puctuated by sighs'.

232. This is the rule of love making for women of ligh
Family and others, for the Natuka is to represent all the States lin a
Heroine]

lost before this. We give merely a tentative trans. of it.

THE NATYASASTRA [ XXIV. 227.

ot] passion (smalana) and joy?.

uneven steps (anilhayati) and eyes beuning with amorous joy, ind
will talk distortelly through intoxication (madrashalite-samlara)

him manifestly (snoudi and aleep she [shoukd awaken him in the

226 (K.X N11.213). ' Read 226 is samadanis prahritico ete. Cf.
NL.2580ff; BhP. p. 101, 1. 410: SD. 117.

227 (K. XXI1.214). Read 227a, as samlini seen gutrein e. Cr.
N1. 2576ff; BhP. p. 100, 1. 19-22 SD. 117.

228 (C. XXX1.125a; K.NX11.215). ' Read 228b is madaskhalita-
samlipi etc. CV. NI.25804; 3hP, p. 101, 1. 11-15.

229 (CXXXI. 12übe; K.XXI.216). ' Read 229a is Pied audit tin

230 (C.XXX11.217). • Cf. BhP. p. 101, 1. 16-22.
231 (C.XXX1126). 'It seems thit one or to couplets have bere

232 (K.XXII.218).
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The Conjugal Union

233. For a woman newly in love or for an curage woman

when she is not coming lof her own accordi. Mi Conjugal Union
shonkl be arranged through some means or call.

231. LA roman] always enjoys with pleasure varions orna-
ments, dresses, scents and garlands which de charming and are of
the best kind':

235. Just as a man does not come under the control of love
when he has not previously met any woman, so boing mited.
with the bolored woman [such a person becomes doubly delighted'.

Behaviour at the Conjugal l'nion

there should be amorous feelings gestures, sords and sportful
movements of the sweetest kind (lit. having a special quality of
sicetness) and especially looking at each other with lover

Preparation for the Conjugal I'nion
237. When the Hero Car. the beloved one) comes, i

woman on her part should make some special preparation for the
Conjugal I'nion which will give rise to pleasure.

238. After wearing simple clothes, putting on garlands and
using sweet scents she should take up the mirror again and again
evon when she had done with it (lit. has become successful)'.

239. To preparing for the Conjugal I'nion one should not
put on too many nenments, lamong these] the Rasuna and tho
Nupure which hase a sound are often to he preferred.

have been lost before this complet.

have been lost before this couplet.

-XX1V. 239 7

236. At the time of Conjugal Enion (lit, amion of lore)

233 (C.XX.1.127; K.A.XIT.219), 'K's reading is vey corrupt.
236 (C.XXX1.129; K.XX11.220). ' Co supadc air for sal visdisair, K.
235 (C.XXX1.120; K.XX/1.221). 'Here to some passage sernsto

236 (C.X.XXI.130; K.XXII.222). 'Hero also some passige scems

237 (C.XXXI131; K.XX1.223), 'Ko read 237a as da 979 779

238 (C.XXX1.1:33; K.XX71.224), 'K. reads 230l as 0419991791879

230 (C.XXX1.133; K.XX11.225). ' Visopacare K. osopacuro C.
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Acts prohibitail on the stage
210. [In representing various activities of women there

should be on the stage no ascending of the bed-stead, no bath, no
use of unguents and collyrium, no decoration of the body and no
handling of their breasts or hair'.

241. And women of the superior and the midding types
should not be shown as poorly draped (para) or wearing only
one piece of garment (elenastrel and they should use no colour
for their lips'.

242. Such a rule [of dresses) will suit only the women of
the inferior type, because of their low nature. But on certain
necasions they too are not to be represented like that'.

243. Men and women of the courtezan class in a play
should take up a flower after they have dressed themselves up (lit.
having taken ornaments).

214. If a woman with a decoration lof her body. awaits
the arrival of her belored, she should dererly finish it so that
nothing contrary [to propriety] finds expression'.

The Heroine in expectancy
240. After finishing the preparation for the Conjugal

Union, the Heroine should sit down and expect [every moment]
the coming of the beloved (lit. Hero) while listening the sound of

216. After hewing the sound of the expected] Nadika the
Heroine overcome [with joy) on [the chunce of] the beloved one's

sense of the people of the time.

the stage as poorly draped or with one piece of garment or might have
their lips painted.

THE NATYASASTRA [ XXIV. 240

of striking the Nadikits

240 (C,XXXL 134, Cf. K. XXII.225)." This shows the high moral

241 (C.XXXI.135; K.XXIJ.227). ' See above 2-40 note.
242 (C. XXXI.136; K.XXII.229). "That is, they might appear on

243 (C. XXX1.137; Cf. K.X XII.229)
241 (C.XXX1.138; K.XXII.230). ' Read the complet as follows :

240 (C.XXXI 139 of K.YXII.231). ' Nihka-K, noyIkü. C.
246 (C.K XXT.140; K.XXIII.231b, 2321). • Nülikis K. mayikes C.

Samna hidaye, C. (trasta-hidayu, K).
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coming should run toward the gate [of the house] with a tremblo
ing [body) and with her heart about to stop (lit motionlees).

247. And holding the door-frame with her left hand, and
a door-blade with the right one, she should with straight eyes

look up for the arrival of the beloved.

248. Overcome with apprehension she should show reason-
able (signs of] tear when the belored will fail to appear (lit. not

reing the belovel), and should turn sal for the moment.
249. Then aiter heaving a deep sigh and lowering her look

(lit. face) she should with a motionless heart drop down herself
(lit. her limbs) on it seat.

250. Due to i delay of the belover she should connect
(lit, ponder over) his coming with causes (lit, considerations) which
may he good or bad,

251. She will think as follows: "Could the beloved have
heen held up by duties to his superiors, by the friends, or by the
ministers ongaged in atlars at the slate, or could he have been
detained by some favourite woman?"

252. She should represent appearances conneted with the
various good or bad causes (mentioned above] by means of personal

omens like quivering or throbling [of a particular limb).
Personal omeng

253. Personal omens indicating occurrence favourable to

women will occur to their left [side] while omens in case of all
undesireable happenings will take place on their right.

60

XXIV. 253 |

247 (C.XXXI 14); K.XXII.232b, 233a). ' C reads as 247a vanaget
4 Ra fam; we with K.

248 (C.XXXL.142; K.XXII.2336-234). ' K's reading is corrupt.
249 (CXXXI 143; K.XXII.2340-2:35a).1K. reads nayanimb for

asyan caiva, C.
250 (C.XXXI. 14%; K.XXII,235/-2.36a).
251 (C.XXX1.145; K.XXII 236b-237a).

253 (C.XXXI. 147; K. XXII, 238b-239a). • anisteriz, C. for
duruktes, K.



254. If the left eye, eyebrow, forebead, lip, arm, breast or

thigh throbs, this will indicate the coming [of the beloved).

255. If these will throb differently- that will indicate some-
thing calamitous (lit, not desired). In case of perceiving such bad

omens she should at once faint®.
256. As long as the heloved has not come, her hand will

rest on her cheek, and being careless abont her toilet she should
go on weeping.

257. But afterwards on seeing some good omen indi-
eating his arrival the Heroine should represent that the helored
one has drawn near by means of feeling! his smell.

Heroine's reception of the beloved
258. On seeing him [come] she should joyfully get up and

proceed to receive the beloved and look it him with eyes
beaming in pleasure.

Receiving the guilty lover
259. But in case ofj the beloved one who has come with

the signs [of meeting another woman and green wounds [received
from her] she should point out [the man] after assuming the Ayata
posture (sthana) with her hand in the hand of her female friend".

260. And the beloved one being found guilty he should be
given censure in due order by means of [appropriate] gestures
and reproachful words as well as by Jealous Anger (mana),, Insult

261-263.Due to reasons like the application of Dissimu•
lation, the use of hidden works or of laughter, curiosity, furry,
calamity and acceding to i situation of fun and to his

and eyebrow ete. throb.

with gestures.

474 TEN NATYASASTRA | XXIV. 261.

(azamana), Fainting (sammoha) or Dissimulation (anchittha)'.

254 (C.XXXI.148; K XXII.239b-2404).
255 (C.XXXI.149; K.XXII.240b-241a). ' That is, if the right ey

256 (C.XXXI.150; K.XXII.241b-242a).
257 (C.XXX.151; K.XXII 242b-243a). ' That is, by representing it

258 (C. XXXI.152; I‹.XXII,243b).
259 (C.XXX1.153). 'ie. of biting and scratching. • K. omits this
260 (C.XXXI.154-155a, K.XXII 241-245a).
261-263 (C.XX XI.1554-1579; K.XXI.247-248). ' K. reads dharm-

ürtha-kimo-yoges.
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concealing any fault, the Heroine should speak to the beloved
even if [his guilts require that] he should not be spoken to.

263-264. Where there is affection there is fear also. And
where there is jealousy there occurs lose (melana).

Causes of jealousy

The causes of this (ir. jealousy) are fourfold: Depression

Anger (manyu). Please listen about their description.
Depression

beloved one walking lazily due to sleepiness and lassitude, und
discovering signs lof his Union with another woman] and fresh
wounds [received from the latter].

266. This should be represented with in intensely jealous
face, great trembling of limbs due to anger, and utterinee of
words like "It is good", "It is nice"ind "It is beautiful."

Mixed Feeling

267. Mixed Feeling (opalla) arises due to jealousy mixed
with joy when one's beloved stays [neir by] even after he
has been treated with insult.

20S. Mixed Reeling should ho represented by standing
firmly on legs with the left hand on the breask and the right
one violently gesticulating.

Disgust

* K reads before this three hemistichs (245b-246) as fellows : 1990

74a? (Women's outburst of speech should he in Gathe Lin the following
cases] : in confidence, affection, suspicion, love, satisfaction, joy, courtory

and infliction of abuse).

•XXIV. 269 ]

(caimanasya), Mixed Fecling (qualia), Disgust (ripriya) and

265. Depression (raimamed) arises from seeing the

269. Disgust Coprands will aris shen the beloved one?..=

263-264 (C.XXXI.1576-1592; K.8X11.219-52511).
885 (C.XXXL159be; K. X.111.251).
868 (C.XXX1.160; KXX1.258).

987 (C.XX1.161; K.XX1.233).

268 (C.XXXI.162; K. XX.254).

269 (C.XXXI,163; K.KXI1,255).
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says that "1 live while you live," I am your slave" and "You
are my love," but hehares in a diferent manner.

270. Representation of Disgust should be male by a
cold treatment to the female Messenger, disregard for the letter's
and indifference about giving reply to any question [made by
the beloved*] and also by shaking the head.

Anger

271. Anger (manyu) arises [in i woman] when the be-
loved one comes to her after his Union with a rival woman
and boasts about his good luck in this matter, and discloses
the signs of such a Union.

272. Anger should be represented by giving up the Valayas
and throwing up the Rasan in a loose manner and by timid
and tearful eyes.

On treating a lover at fault
273. On seeing the beloved one standing much ashamed,

and afraid due to his guilt, [the Heroine] should harass him
with rebuke made up of words spoken in jealous [indignation],

274. But no very cruch words should he uttered, and
very angry words should also be avoided. (The Heroine] should
speak tearfully things referring to her ownself.

279-278. This attitude should be represented by the middle
finger touching the edge of the lower lip and a hand placed on the
breast and by looking with eyes upturned, or by a Karana in which
a hand is placed on the hip and the fingers are separated (?), or by
moving the head and bending it to see the nails or by a look of
Dissimulation or by beautiful finger gestures indicating threat.

THE NATYASASTRA ( XXIV. 270-

270 (C.XXXI.164; K.XXII.256). • Or by the messenger.
27) (C.XXI.1(5; K.XXII.257).
272 (C.NX XJ.166; K.XX11.209).

273 (C.N. N1.167; K.XXI.259).

274 (K N X11.260). 'Emand no cesütikrodhann into na capy-
likrodhand"

• 278-277 (C..N XI.168, 169a; XXIV. 2686-269; K.XXII. 261-263).
'Red 275a as taHigail fazy arran tafear; for the rest we follow C.
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278-279. After saying "You are shining", "You look well",
"Why are you tarrying", "Don't touch me", "Go to the beloved who
is in your heart", "And go away", one should turn back and make
jokes with words which do not require any reply.

280. In case of being taken forcibly by the dress, the hand
or the hair (lit. head) the woman should be softened even after
seeing the guilt [of the beloved].

281. When taken by her hand, dress or hair the woman
should slowly release herself from the beloved.

282. When taken by her hair, hand or dress the woman
should enjoy (lit. take) his touch in such a way that the beloved

one does not perceive it.

283. The woman should slowly release her hair [from the
hands of the beloved] by standing first on her toes with limbs bent

284. Her hair being not released [due to efforts of the
beloved] the woman should perspire on his touch and say "Hum

', and "Go away".

285. After hearing the angry words like "Go away" the
lover (lit. man) should [arst go away and then coue back to start
talking to her on any pretext.

286. Then the woman should make movements of her hand
while uttering "Hum lom", and during these movenients she
should speak to him with an imprecation (stpatha).

287. In case of her clothes being taken away [by the
beloved one] the woman should either cover her eyes, or turn them
(i. e. eyes) to her back and cover her Nivi.

= The trans. of 279 is tentative.

•XXIV. 297]

ind then taking to the Apakrint Cari.

hum, let [my hairs] go",

278-279 (C.270-271; K.XXII.264-265). 'sobhase, K. sobhana, C.

280 (C:272; K.XXII.266). 281 (C.273; K.XX1.267).

282 (1.274; K.XX11.268).

298 (6.275; KXX 11.269).

484 (C.276; K.XX11.270).

296 (0.278; K.XXJ1.272).

285 (C.277; K.XX11271).
287 (C.279; K.ХХП.273). •
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288. A woman should harass her offending lover
till he will fall to her feet; but on his falling it her feet
she should look to the female Messenger.

280-290. Then the Heroine should embrace the beloved
and with the object of love's enjoyment she should joyfully walk
[with him] to the bed. All these should be represented (only] by

songs with a gentle dance.

290-291. When in a play there is any speaking to the sky
depending on other men's speech, which relates to love's pleasures
and the Erotic Sentiment, then the same line of representation
should be followed by a woman.

292. The same should be the rule of representation in
whaterer [else] relates in i play to the inner appartment (harem)
and is connected with the Erotic Sentiment.

Acts forbidden on the stage

293. One knowing the dramatic convention (natalharma)
should not represent sleeping on the stage. But some need occur-
ring for it one should bring the Act to a close.

294-295. If out of uny necessity anyone sleeps alone. or
with anyone, no kiss or embrace or any other private acts such is
biting, scratching with nails, loosening the Nivi, the pressing of
breasts and lips, should be presented on the stage.

296. Eating [anything] or sporting in water and doing any
immodest act should not be presented on the stage.

variation. In trans, it is as follows: Then the woman will tolerate (lit.
accept the touch of the beloved and holding him up properly [from the

feet lead him to the bed.

294-295 (C.285-287; K.XX11.280-281). ' This shows the high moral

tone of the indian theatrical art.

THE NATYASASTRA [ XXIV. 288-

288 (C.280; K.XXIT.274). ' Read the passage as follows: 4199

289-290 (C.281-282a; K.XXII.275-276a). ' K. reads 290 with some

280-201 (C. 282b-243; K.XXII.276b-277). 'Emend cakasa-pur 43996.

into cokasa-bhasitam. The trans. is tentative.

2 Read bhavet kange (bhavet karya, C, nayet kavye. K).

292 C. 284; K.XXI. 278). 288 (C.283; K.XXII.279).

• 296 (C.288; K.XXII.282).
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397. As a Natuka is to be witnessed by the father and the

son, the mother-in-law and the daughter-in-law [all sitting together]

these acts should be avoided.

298. Esperts should write Natakas with pleasant and not
very harsh words giving rise to guod counsel.

Endearing terms of address for the beloved

• 299. Now hear about terms which women in love are
to use to their belored ones when the Union takes place.

Angry terms of address for the beloved

301. In ease of anger terms used may be "ill-natured"

Endearing terms of address

302. He who does nothing undesirable, speaks nothing
improper, and always conducts himself uprightly is called "dear"

303. He in whose lips or other parts of the body no
sign of Union with another woman is visible is called "beloved"

301. He who even in his anger does not cross words
[with the wonan he loves! and does not use any harsh word

is called "affectionate" (vinita, lit. disciplined).

-XXIV. 504]

300. Such terms are "dear" (priya), "belored" (lianta).
"affectionate" (rinita), "lord" (mathia), "master" (samin), "life"
(irrita) and "joy" (vandana).

(rehsila), "tyrant" (uracar, lit. ill-doing), "deceitful" (satia),
"hostile" (vàme), "indifferent" (viripe), "shameless" (nirlajja)
and "cruel" (nisthma),

(priya).

(kanta).

297 (C.289; K.XXII.283). ' See above 294-295 note

298 (C.290; K.X XII.284). 299 (C.291; K.XXII.285).

300 (C.292; K.XXII.286), ^ BhP. (p. 107, 1, 7-9) has eleven terms.
301 (Г.293; K.XXII.287). ' BhP. (p. 108, 1. 10-11) has eight terms.

302 (C.294; K.XXII.288).
303 (C.295; K.XXI].289), ^ Cf. BhP. p. 107, 1.14-15.
304 (C.296; K,XXII.290).
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305. He who maintains al intercourse with a woman by

sweet words (sama, lit. conciliation), gifts (nitha), providing,

enjoyment, caress and maintinance, is called "lord" (natha),

506. He who is a well-wisher Lof his beloved woman], is
able to protect her, is not conceited or jealons, is always alert

307. He who takes to the bed to please the woman
tactinly by providing enjoyments according to her wishes and
desires, is called "life" (irrita).

308. He who is high-horn, patient, clever, kind, master of
words and fit to be praised among women friends, is called "joy"

309. There words are used to highten the charm of love's
enjoyment. I shall now speak of words which indicate an want
of love. Hear about them.

Angry terms of address explained

310. He who is cruel, impatient, conceited, shameless,

311. He who out of indiscretion restrains i woman's
movement or beats her or uses harsh words to her, is called a

312. He who for his own purpose speaks sweet words
but does not put them into practice is called "deceitful (sata)

313. He who even being forbidden to do anything does
that very thing, is called "hostile" (rama).

is jivitesa, 'lord of life'.

' Ct. BhP, p. 1086, 1. 12-18.

TEr NATYASASTRA ( XXIV. 305-

on every necasion, is caller "mastry" (sramin).

(mandera).

hragging, given to crossing words is called "ill-natured" usel).

"tyrant" (duracara).

305 (C.297; K.X XII.291). ' Cf. BhP. p. 107b. 1. 16-17.
306 C. 298; K.X X11.292). Cf. BhP; p. 107b, 1. 18-19.
307 (C.299 K.X XII.293). ' Cf. BhP. p. 103b, 1. 1-5; the term here

308 (C.300; K.XXII.294). ' Cf. BhP. p. 109b, 1. 2-3.
809 (C.301; K.XXII.295).
310 (C.302; K.XXII.296), ' Cf. BhP. p. 108b, 1. 14-15.
311 (C.303; K.XXII.297).. ' Cf. BhP, p.109b, 1, 4-5.
312 (C.304; K.X XII.298). / Cf. BhP. p. 108b, 1. 20. p. 109b, 1. 1.

818 (C.305; K.X XII.299).
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314. He who his green wounds [received from a another
woman] and is proud of it and remains silent [in conceit] is called

315. He who approaches the woman more resolutely than
ever even when he is guilty towards her] and bears the marks
of such it guilt and is forbidden to approach, is called "shameless"

316. He who being guilty towards her tries to enjoy a
woman's embrace by force and does not think of concilating

317. These are the ways of using words to indicate whether
a lover is dear or not so. In different circumstinces' one should
use the opposite (of these]".

315. These should be the rules [of address] in songs with
a gentle dance as well as anything to be expressed in words for the
Erotic Sentiment!

319. This is the rule about the representation of incidents
relating to the harem. Ishall now describe in detail the rules
regarding the goddesses (lit. celestial females)".

Goddesses in human roles

320. The dress of goddesses is always brilliant, their mind
is always full of joy and their time is always passed happily
and in sports.

321. Colestial males have no jealousy, unger and malice
in life and they require no propitiation of their females.

See SD. 107.

61

-XXIV. 321 ]

"indifterent" (virupa) 1.

(mirlajja)!.

her, is called "ernel" (mistlura)!.

314 (C 306; K.X NIL.300). ' Cf. BhI, p, 108b, 1. 14-15.
315 (C.307; K.XXII.301). * Cf. BhP. p. 108b. 1. 18-19.
316 (C.308; K.XXII.302). ' Cf. BhP. p. 108b. 1. 20-21.
317 (C.309; K.XXII.303). ' That is, in irony (sollunthana-bhasita).

"K. reads 317b us trialufal mia maasafa niza.
318 (C.310; K.XXI.304). 'K. reads 318b as antena dent-

7757.
319 (C.311; K.XXI.307). ' K. repeate before this 277a and the

following arn qat aan�nal Hah and XX11, 278 afterwards.
320 (C.312; K.X XII 308), 321 (C.313; K.XXII.309).



322. When elestil women unite with human beings
they are to assume all the States of a mortal.

323. When celestial women sustain a fall [from the

heaven] due to a curse, they are to be united with human malesand should be approached in a suitable manner.

324. [Remaining] invisible, she should tempt them with
her voice and with [the scent of) flowers in her decoration and then
revealing herself for a moment she shonid disappear?

325. Infatuation in a play grows out on coming to have
dresses, ornaments garlands [of Ileroines ] and letters [sent by them].

326. Love growing out infatuation will be pleasing, and
that [love] which is natural will bring about different enjoyments.

327. Being reduced to human existence celestial males
should assume all the States which are proper for men and
should behave like them.

328. This should be the prictice in connexion with kingly
Etiquette in relation to the harem. The Etiquette in relation to
the outsiders will be treated in rules regarding Courtezans (visia).

which treats of the Basic Representation

152 THE NATYASASTRA [ XXIV. 322.

Here ends Chapter XXIV of Bharata's Natynastra

322 (C.314; K.*X71 310). 323 (C.315; KXXII.31]).
334 (0.316; KX.MI312). 'Rend pralobhaget (puls bharel, K.

tripi yo bhauet, t
325 (C.317; K.XX11.31 3).
327 (C.319; K.NX11.315).

326 (0.318; K.XX IL.314).
$28 (C.820; K.NXI.316).



CHAPTER TWENTYFIVE

DEALINGS WITH COURTEZANS

The definition of a Gallant

called a Gallant (raisil) or one is so called because of his dealings

2. A man who has learnt all the arts (iala) and is an
adept in all the crafts (sipa)3 and can [besides] captivate the
heart of women, is called a Gallant.

. Qualities of a Gallant
3. His thirtythrce [characteristie] qualities we briefly of

three classes: physical, extraneons (ahary) and psychological

1-7. One who is well-versed in the Hastras, skilled in arts
ind crafts, well-formed. pleasant-looking, powerful, possessing self-
command, desirable age, diess und pedigree, is friendly (swrabli),

an instance of folk-etymology.
Vaisesa the base of the participle aiseraget should have given rise

* These are gencrally considered to be sixtyfour in number. Sce
Vitsyayana. KS. I. 3.34. But the Jains have their number as
seventytwo (Jee Amulya Chandra Sen, "Social Life in Jain Literature,"

Calcutta, 1933. pp. 12-15).

* This etymology is rather seusible. I'or vesa (residence of courte-

zang) is conuected with vosy (woman who is available for all the
member's of the tribe or the sottlement).

* The word kaly is usually synonymous with silpa. For the most of

crafts. But when the two words aro used together in a sentoneo
silpa may be tiken in the sense of 'craft' only.

* Another namo for vaisika (Gallant) seems to be vila. See KS.

1. One excelling (risesyet? in all the arts (iala)? is

with the courtezans (veso pricara)%.

(selujo, lit. natural).

1 (C.I; K.XXIII.1). ' This is

to uniserika and not to vaisika. See BhP. 1. 106, 1-10.

2 (C.2; K.XXIII.2). ' See above 1 note 2.

the sixtyfour items included by Vatsyiyana (loc.) aro nothing but

1.4.16; SD.80 and also NS. XXXV.74.
3 (C.3; K.XXI•3).
4-7 (C.4-7; I.X XIII,4-7). A See BhP. p. 106, 1.2-90
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sweet-tempered (madhura), munificent, patient, free from bragging,
fearless, accustomed to use sweet words, clever, prosperous, clean
[in his habits], expert in the practice of love, honest, able to act
suitably to time and place, speaker of no pitiful words, accustomed
to speak smilingly, cloquent, careful, swect-tongued, greedless as a
partner, full of faith, firm in resolve, without trust cren in accessible
(gamya) women and has a sense of self-respect, is called a Gallant.

S. According to another authority his six [special]
qualities are : that he should be devoted lin his love affairs], elean
[in his habits, self-possessed, honest, intelligent und able to talk

The female Messenger

9-10. A wise woman, female storyteller, a femile ascetic or
a womun of the stage?, an intelligent woman, it female neighbow, i

female friend, a maid-servant, an unmarried girl, i cralts-woman",
a foster-mother, a nun® or i female fortune-teller [can be employed

Qualitirs of the Messenger

11. A wise person should never engage as a Messenger
any persons (lit. male or femile) who is foolish, beatiful, wealthy

12. Any woman should be engaged as a Messenger when
she knows the at of encouraging [the beloved), is sweet in her
words, honest, able to net suitably to the occasion, charming in her
behaviour and is able to keep secrets!.

≥ Cr. DR. II, 29; SID. 157 separate the words küru and silpin.

3 A nun of the heretieal seets like the Buddhists. See note 1 below.

THE NATYASASTRA [XXV. 8.

on varied topies (citrabhulhat).

as] a Messenger (lati)*.

or discased.

8(08; K.XXIL8). Read sh as milamma dà ae you nai:
(wifefanat, C; wafarfaa?.. and Ag. have thie correct reading).

9-10 (C.9-10; K.XXIII.9), ' Ag. (p.480) explains rangopajiola
as rajakastri.

* CI. KS. V. 4 23.

11 (C.11; K.XXIII.10). • K, reads lla differently. Ct. BIP.
1.94 (1.9-10).

.12 (C.12; K.XXI.11). + Cf. KS. 1.5.28; SD). 158.
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Functions of the female Messenger

13. She should encourage [the beloved one] by mentioning

the various ways of seeing [the lover] and should communicate

the exact words [of the latter] and describe his condition?.

14. Besides this the Messenger should make an exaggerated

statement about his birth, wealth and [capacity for giving] love's

enjoyment and say what [various] acts should be done [to facilitate

the Union]'.

15. The Messenger should in various ways bring about for

the man an Union with a woman who is in love for the first time

or a beloved woman who has been angry with him'.

16-17. The first meeting of men [with women] may be made

on a festive occasion, during night, in a park, in the house of

il kinsman, a foster-mother or a female, or in i dinner-party

(nimuntiana), on the pretext of seeing a sick person, or in an

empty house.

18. After meeting a woman in one of these various ways one
should ascertain from different marks whether she is friondly or not.

The woman overcome with love
1). The womon who from her nature is smitten with love

und does not conceal her amorous behaviour lat the sight of the
belored] is said to be "overcome with love" (mulenatura).

The attached woman
20-23. When a women speaks of her lover's a [good] quali-

ties to her friend, gives him her own money, honours his friends,
hates his enemies, seeks to unite with him, becomes much pleased
to see him, looks pleased atter a tilk about him, sleeps atter he has
slept, kisses after he has kissed her, rises in the morning] before
he gete up, puts up with suffering [for his sake, remain the same in

-XXV. 20

13 (C.13; K. XXIII.12), ' Cf. KS. 1.5:28, BhP. p. 9-6, 1.4-13.
14 (C 14; K.XXIII.13), * CF. KS. I. 5.28, 33hP. p. 91, 1.11-13.
15 (C.15; K.XXIII.14). T Cf. BhP. p. 94, 1.14-15.
16-17 (C.16-17; K.XXIL15-16). 1 Ag. (p. 480) sayy Madaar? Axer

gazen taà: 2ef. Bhl: p. 94 1016-19
18 (C.18; K.XXl.17). 19 (C.19; K.XXIlI.18).
20-23 (C.20-23; K.XXIII.19-22). * See BhP. p. 115, 1.2-8.
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happiness and misery and never becomes angry, she is said to be
"attached" (amakta)'. These indicate her characteristics.

The hostile roman
21-27. The characteristics of a hostile woman are as fol.

lows: when kissud the wipes off her mouth, speaks unpleasant
words, becomes angry even when sweet words have been spoken to
her, hates his friends, praises his enemies, lies down on the bed
with her back turned against him, goes to bed first, is never pleased
even after a great deal of honour (has been shown her], never puts
up with suffering, becones angry without any provocation, does not
look at him or greet him. The woman who betrays these signs

Winning back of woman's heart
28-29. [The following measures may lead to] the winning

(lit. taking) back of women's heart' : constant effort [in this direc-
tion], display of wealth, showing of good-will, proposal of giving
money", [actually] giving money, giving up the service of Messenger

Causes of hostility
30-31. A man or a woman becomes hostile to the lover

due to poverty, sickness, misery, harsliness, want of learning, going
abroad, olfended self-esteen, excessive greed, trungression lof
good conduct], coming bick late [at day or night] and resorting to

Acts winning women's hearts

32. In connexion with love, one's acts should be capable
of winning the heart (lit. attachment) of women. Due to such acts

7-12, 14-19.

THE NATYASASTRA [ XXV. 24-

should be marked its "hostile" (riralila).

(lit. intervention)& and trunferrence of atachment (bhacopliser). 1

undesireable act.

21-27 (C,24-37; .X.XIII.23-26:7). ' BhP. p. 116. 1. 4-5, 13, 6, also

3 Ag (p 191) explains this a follows: Buriese Chain fa 34a19:.
" Read anaradhinum for ryadhitinüms, O. vyadhito gah. K.�g1 191 t
30-31 (C.30-31; K.XX11.08b-80a). ' Cf. BhP. p. 117. 1. 8-11.
32 (0.32; K.XXU1.30b-31a).
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i woman may be kept out of anger and even it angry she may be

487

pacified 1.

33-35. A covetous woman should be won over by [making
her] a gift of money, a learned woman by knowledge of nuts, a
clever woman by sportfulness, a sensitive wonan by acting to her
desire, a woman who hates man by stories to her liking, a girl
below sixteen (bala) by a present of playthings, i terrified woman
by cheering her up, a proud woman by servile attendance and it.
noble ladly by the practice of arts'.

The three types of woman

36. Women, are by nature of three clusses: superior,
midling and inferior.

The superior woman

37-39. The woman who remains unperturbed when she has
been offended, does not use harsh words to her beloved, has a short-
lived anger, possesses skill in arts and crafts, is desired by men for
her high birth, wealth, capacity for giving enjoyment and the like,
is an expert in the acts of love (liamalant), is honest, possesses
physical chum, bccomes angry only when there is a (proper)
cause, speaks without malice and knows the proper occasion [for all

The middling woman

40-11. The woman who desires men and is desired by men,
is skilled in the acts of love, jealous of her rivals, is overcome with
malice and has a short-lived anger, is proud, aul can he pacified in
a moment, is of the middling class (mallyama)'.

The inferior woman

12. The woman who is angry without a suitable cause, ill-
matured, very proud, fickle, harsh and remains angry for a long-
time, is of the inferior class (hama).

-XXY. 42]

nets] is of the superior class ("tuma).

' Read 32b. as yeno co priyate rto.

33-35 (C.33-35; KX XIII.315-33). ' K. onits. 54a.36 (C.36; K.XX111.34).
37-39 (C.37-39; K.XXIII.35-37). ' Cf. BhP. p. 102, 1. 1-5.
40-41 (C.40-41; K.XXIII.38-39). / Cf. BhP. p. 109, 1. 6-9.
42 (C.42; K. XXIII.40). ' Cf, hP. p. 103, 1. 10-13.
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The four stages of woman's youth

43. The youth of women when they have tasted love's

pleasures is manifested in four stages through dresses, limbs and
their movements as well as [inner) qualities?.

The primary youth

41. The primary (prathema) youth which has an enthusi-
asm for sexual acts, is characterised by plump thighs, cheeks,

hips, lips and firm breasts which are condueive to (lit. charming
in) love's pleasures.

The secondary youth

45. The secondary (dirty) youth which affords the best
pleasure of love is characterised by full and round limbs, plump
breasts and slender waist?.

The tertiary Youth
46. The tertiary (titia) youth which ereats the utmost bril-

liance [in women] is full of all kinds of beauty, exciting sexual
desire and is maddening and rich in various qualities?.

The quartonary youth

47-49. The quartenary (cattled) youth which is the enemey
of love's pleasure, comes when the primary, the secondary and the
tertiary youths hare gone by [one ilter another). It is charie-
terised by reduced physical charm due to sunken (lit. pale) cheeks,
hips, lips, breasts as well as lack of enthusiasm for sexual acts?.

Behaviour in the primary youth
19 A woman in her first youth is to be known as one who

cannot take much pains, is neither pleased or displeased with her
rivals (females), and is attached to persons of mild qualities.

Behaviour in the secondary youth

50. A woman in her secondary youth tilkes offence lightly,

THE NATYASASTRA [XXV. 48-

13 (C. 13; K.XXIII.41). * Cf. BhP. p. 103, 1. 10.

45 (C.45; K.XXIII.43). • Cf. BhP. p. 101, 1. 2-11.

1648(6. 48K 6407 0 067, 185,116.
49 (C.49; K.XXIII.47). 1 CF. BhP. p. 106, 1. 2-6.

50 (0.50; K.NXIII.18).
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and her anger and malice is also not great, and in her anger she

remains silent.

Behaviour in tho tertiary youth

51. A woman in her tertiary youth is an expert in love's

pleasures, full of malice for her rivals, has many qualities and

is not secretive about her proud acts?.

Behaviour in the quartenary youth
52. A woman in her quartenary youth is capable of capti-

vating a man, has no malice to her rivals even if she is an expert
in love's enjoyments, and she alvays desires to remain unseparated
[from her beloved}'.

Five types of men
53-54. These are the four stages of youth for the Heroine

in a drami. I shall now describe the types (lit. qualities) of men
with regard to their love-affairs (lamitantin)?. With reference to
their dealings (lit. application) with woman they are of five types,

The escellent man
55. A man is to be known as "excellent" when he is syn-

pathetic, able to endure hardship, skilled in pacifying anger in con-
nexion with love, expert in sexual acts and is honest.

The superior man
56-57. A man is to be known as "superior" when he does

dignified, and knows thoroughly the mysteries of [human] feelings
(lit. heart). One who is sweet [in manners], munificent and feels
love, but is not overcome by passion, and when insulted by a woman
gets disgusted with her, is [to be hnown as] a "superior" man.

' Cf. BhP. p. 104, 1. 13-18.

tions of Heroes. Cf. DR. II, 3-62, BhP. p. 93 1. 2-3.
62

• XXV. 56 ]

such as "excellent" (catura, lit. clever), "superior" (ultum),
"milling" (mulhyama), inferior" (alhama), and "too old"
(samprarldha).

not do anything displeasing, is exalted (ilstrocutta)', sweet-tongued,

51 (C.51; K.XXIII.49). ' Ct. BhP. p. 105, 1. 1-4,
52 (C.52; K.XX11.50). ' Cf. BhP. p. T05, 1. 8-10.
58-54 (C.53-54; K.XXIII.51), ' K. omits 58.
2 Cf, BhP. 91. 1. 20ff. 50 (C.55; K.XX11.52).
56-57 (C.56-57; K.XXIII.53). ' The term is used in later classifica-
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The middling man

58. A man who takes in every way the (emotional] states
of a woman with calmness and is disgusted with her on discovering
any fault of her, is to be known as "middling".

59. A man who makes a gift in proper time, does not hare
much anger even when he is insulted, but on discovering her act of
desceit gets disgusted with a woman, is to be known as "middling".!

The inferior man

60-01. A man who shamelessly approaches a woman with
a steadfast love even when she has insulted him and loves her
more strongly in spite of a friend's advice to the contrary even
when he has come to know directly of her deceit, is to be known
as "inferior".

The too old man
02-63. A man who does not care for fear or anger, is

foolish, naturally inclined to women (?), obdurate, shameless in
acts of love, rough in love-quarrels Land] in striking connected
therewith, a laughing stock (lit. play thing) of women, is to
be known as "too old".

Psychological approach to women

Women are of different natured and their hearts are
mysterious. Hence i wise, man should know them properly
before approaching them.

65. A man shonk deal with a woman according to the
Science of Erotics (lamutantra) after he has mensured her feelings
through different acts.

06. Such acts are : Conciliation (samiz)', Gift (pralana =

These terms have

THE NATYASASTRA [ XXV: 58-

58 (C.58; K.X XIII.54).
F9 (C.59; K.XXIII.55). K. reads this as follows

60-61 (C.60-61; K.XXIII. 56-57).
62-63 (C.62-63; K.XXIII. 58-59). ' Read prakiti-prasakta-bhuvas ca.
64 (C.64; K.XXI.60). ' ninisita, K. nimaliis, C.
65 (C.65; K.XXIlI.61).

66 (C,66; K.XXIII.62). ' Cf. BhP. p, 214. 1. 7.
been from the Arthndustra.
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dana), Dissention (bheda), Chastisement (danda) and Indifference

Conciliation

67. Expressing one's attachment by saying "I am yours",

"You are mine", "Iam dear to you and you are dear to me" is

called Conciliation (sama).
Gift

68. Giving wealth, according to the measure of one's
property as occasions arise, and concealing the same under some
pretext is called Gift (pradana = dana)?.

Dissention

69. Showing the faults of one's dear one by some device is

Chastisement

Restraining one's movement or beating one is called Chastise-

Application of Conciliation and Gift etc.

70. An indifferent woman is to be re-united by Concilia-
tion, a covetous one by giving wealth, and a woman attached to
inother person shonid be won over by Dissention.

71. When from her indifferent attitude a woman begins to
behave wickedly? she should be chastised with slight beating,
ind restraint of her movement.

72. If alter an exaustive adoption in due order of means
such as Conciliation and the like, a woman does not vome under
control then a clever man should be indifferent to her.

Reading a woman's heart from her behaviour

73. It is from the expression of her face or from her eyes

or from the movement of her limbs that one is to know whether

a woman hates a man or loves him or is indifferent to him.

I That is, in joys and sorrows (Ag.).

•XXY. 31

(upelsa) to women.

Dissention (Pheda).

67 (C.67; K.XXII.63).

68 (C 68; K.XXIII.64).

69 (C.69; K.XXIII.65).
71 (C.71; К. XXI.67).

Jaram purisantara gamanam.
72 (C.72; K.XXIII.68).

70 (C.70; K.XXIII.66).

'Ag. explains this as désantara pallaya-

73 (C.73; K,XXIIL,69),



A courtezan's mercenary treatment of men

74. Courtezans except when they belongs to gods or the
king are always available for money to a man whether he is
dear to them or not.

7.576. [To them a man giving money] becomes dear even
it they hated him before, becomes dearer than ever if she already
was dear to them, appears to be well-behaved even if he is wicked,
und to be possessed of good many qualities even if has none.

On swing him their eyeballs dance [in joy] and they sinile its
it were with cyes, and due to simulation of [proper] feeling their
faces put up a pleasant colour.

77. Hence after understanding the feeling or its want in
women one should approach them according to the methods men-

• Passion arises in them after they have been treated
properly or they have been separated alter the first Union just its
fire comes out of the wood.

79. This is the traditional method of dealing with women
so far is Gallants are concerned. This should be utilised in suit-
able measure in the Nataka or the Prakarina.

So. This is the method of dealing with courtezans to be
followed by the experts. Nowlisten about the Special Re-
presentation.

which treats of the External Manners.

$92 THE NATYASASTRA [XXV. 74

tioned in the Science of Love (kamatantra) '

Here ends the Chapter XXV of Bharata's Natyasastri,

71 (C.74; K.X XIII.70),
75-76 (C.75-76; K.XXIII.71-72).
77 (K.XXIII.743). "C. omits this passage which is merely "

varinnt of 65 (K.61).
78 (C.77; K.XXIlI.74). 79 (C.78; K.X XIII.75).
80 (C.79; K.XXII.76).



CHAPTER TWENTYSIX

SPECIAL REPRESENTATION

Special Representation

1. The peculiarity (ni881) which [is required from time
to time one in the use of Gestures and Words ete', and which has
yet been left unmentioned is known as the "pecial Representation

Day, night and scuson etc.

24, To indicate morning and eroning, day and night,
seasons!, extreme darkness, wide expanse of water, directions,
planets, stars, and anything that is slightly fixed, one is to make

the following gestures: two hands rised with Pataka® and
Svastika® gestures, Udvähita head looking upwards with various
cyes [fitting each occasion).

Objects on the ground

5. With same gestures of the hands ind of the head to-
gether with the eyes looking downwards one is to indicate [objects]
resting on the ground.

Moonlight, happiness and air ete.
0. To indicate moonlight, happiness, air, lavour (ruse) und

smell, one is to use gestures for representing touch and hormpiliation.

3 Ago (p. 487) makes a scholastic discussion on tho justilicatiou
of the term citrabhinaya. But this does not appear to be convineing.
The term secms to hint at the pictorial effect of the direct or indirect
uso of gestures and may be explained as citratvam abhinayasaya,

(citrabhimaya)"

1 (C.l; KXXV,1). ' Aigudyabhinayasguiva, K (digübhinayana-
sycha. C.).

Sce NS. XXIV. 1 note.
2-4 (C.2-4; K.XXV.2-4). 'K. read 3b as a 9a17 744in ete.

* See NS. IX.17-26 * Sec NS. 1X.134 * See Ns. VIII.27

5 (C.5; K.XXV.5). ' As described above.
6 (C.6; K.XXV.6).
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The sun, dust and smoke etc.

7. To indicate the sun, dust, smoke and fire one is to cover

one's face with clothes. And heat of the ground and heat [of any

other kind] are to be indicated by a desire for a shady place.

The midday sun

8. The mid-day sun is to be indicated by looking upward
with half-shut eyes, and the rising or the setting sun by a represen-
tation of the idea of depth.

Pleasant objects
". To indicate anything pleasant and happy, one is to use

gestures lor representing the touch of one's body together with

101. And to indicate things of sharp nature one is to use
gestures for representing touch of one's limbs and uneasiness and
to narrow down his mouth.

Deep and exalted feeling
11. To indicate these in consexion with duep and exalted

feelings one is to have the Sansthava' of the limbs and a display
of pride and conceit.

Necklace and flower's etc
12. To indicate a necklace and a lower garland one is to

hold the two Arala hands' in the place where the sacred thread is
held and then to separate them from the Svastika" position.

The idea of entirety
13. To indicate the sense of "entirety" one is to move on

the index finger, look round and press the Alapallava hand'.
Audible or visible objects

14. To indicate anything audible or visible whether it re
Jates to the speaker or to the person spoken to, or to anyone else,
one should point to the cars and eyes respectively.

THE NATYASASTRA ( 88VI. 7-

hormpilation.
Shary objccts

7 (C7: K.XXV.7). ' Rajo dhumunalims latlio, C. (rojadharmo-
nilau tatha. K).

8 (C.8; K.XXV.8). 9 (6.9; K.XXV.9).
11 (C.11; K.XXV.11). ' Sce NS, IX.88-91.
12 (C.12; K.XXV.12).'NS. IX. 46-52.
13 (C.13; K.XXV.13).• I See NS. IX.90.

• 14 (C.14; KXXV.14).

10 (C.10; K.XXV,10).

* See NS. IX.134.
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Lightning and shooting stars etc.

15. Lightning, shooting stars, thunder, sparks [of fire] and
flune should be indiented by relaxed limbs and vacant eyes.

16. To indicate anything repugnant to oneself, one is to

and to bend the head and to look obliquely, or to avoid contact.

Hot wind and heat etc.

17. To indicate hot wind, heat from the sky, warding off
of dust, rains, insects and bees one should cover one's face.

Lions and bears etc.

18. Lions, bears, monkeys, tigers and other beasts of prey
should be indicated by holding Padmakosa' hands downwards

in the form of a Svastikn.
Worshipping superiors

19. To indicate worshipping the feet of the superiors (guard)
one should hold Tripataka and Svastika? hands, and taking up of
the goad or the whip should be indicated by Svastika and Kataka

Numerals

20-21. Numerals from one to ten should be indicated by
fingers [of equal number]. Multiples of tens, hundreds and
thousands are to be incientel by the tio Pataka* hands.

22. Any number above ten should be indicated indirectly
und along with the genoral meuning of the sentence which
includes it (?).

•XXVI. 28 ]

Repugnant objoets

practice Udvestita' and Parivrtta (• Parivartita)? Karanas of hands

[mukha]ª hands.

15 (C.15; K.XXV.15).
16 (C.16; K.XXV.16). ^ See NS. IX 208. 3 NS. 1X.210.

17 (C.17; K.XXV.12).

18 (C.18; K.XXV.18). ' See NS. IX.80.
10 (C.19; K.XXV.19). " See NS. IX. 26-32. = See NS. 1X. 134.

* See NS. IX.61-64. 20 (C.20; K.XXV.20).

21 (C.21; K.XXV.21). 22 (0.22; K. XXV.22).
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Umbrellas and banners etc.

23. Umbrellas', banners and banner-staffs and the different

weapons shoukl be indicate by representation of the holding of

any staff.

Memory and meditation ote.

2t. Memory and meditation should be represented by in-

diciting attention, downeast eyes, slightly bent head and the
left hand with the Sandamsa' gesture?.

Height
25. Height should be indicated by the representation of

olispring through making the head Udvahita? and the hands
Hamsapaksa® on the right side.

26. The ider of past, cessation, destruction or words listened,
is to be indicated hy carrying from the left the Arala hand on the
head.

The autumn

27. Autumn should be indicated by representing a compo-
sure of all the senses, tranquility of all the directions and a view
of different Howers.

The carly winter

28. Early winter (brianta) should be indicated by the
superior and the middling churcters through narrowing down
their limbs and seeting the sun, fire and warm clothing.

20. The same should be indicated by the inferior charneters
through groaning (lijana) clicking (sitkara) and trembling of
the head and the lips and the chattering of teeth.

THE NATYASASTRA 188VI. 29-

Inst and ersation ete.

23 (0:23; K.X.XV.23). ' chatra K. (citra. C.)
21 (C.24; K.XXV.24). 'K. reads 24b as gita Faer aat fara.
* See NS. IX.109.
25 (C.25;" K XXV.25). ' K. reads this couplet as arift far: aal

* Ser NS. VIII.27. * See NS. IX.105.
26 (C.26; K.X.XV.26), 'frate, C. (srinte.K.). & Seo NS. IX.16-5%
27 (C.27; K.NXV.27). 28 (C.28; K.XXV.28).
29 (C.29; K.XXV.29).
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30. The superior characters also may soinctimes indicate
the winter in this manner if due to acident they are in a miserable
condition.

The winter

31. One is to indicate the winter by the representation
of smelling the flowers, drinking wine' and of feeling an un-
pleasant wind.

The spring

3%. The spring (vasanta) is to he indicated by the represen-
tation of acts of rejoicing, enjoyments and festivities and a display
of various flowers.

The summer

33. The summer is to be indicated through the repre-
sentation of the heat of the earth, fans', wiping off swent and
ferling the hot wind.

The rains
it. The rainy season (prav's) is to be indicated through

the representation of the Kadamba, the Nimba and the Kutaja
flowers, green grass, Indragopa insects and groups of peacocks!.

The rainy night

35. A night in the rainy season should be indicated ly
the loud sound of the masses of clouds, falling showers of rain,

is well as lightning and thunder.
Seasons in general

36. Each season should be Indicated by the sign, costume,
activity or scenery which is proper to it or whatever is [specially]
desired or avoided (lit. undesired) in it.

-XXVI, 36 ]

30 (C.30; K.XXV.30).
31 (C:31; K.XXV.31). 'Emend madhudinant into madhupunt;

so RS. V. 5 and 10. 32 (C.32; K.XXV.32).
38 (C.33; K.XXV.33), ' savijanaily, K. (suvijanazy, 0).
34 (C.34; K.XXV.34).• ' K. reads 34b as natia: genu: cte.
35 (C.35; K.XXV.35).'varsirütram, C. (varsarambham K.)
36 (C.36; K.XXV.36).
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37. These seasons according to the necessity should be indi-

cated with proper Sentiments' as being full of happiness for those

who are happy, and full of distress for those who are afflicted.
The States

38. The States (bhara)? should be indicated by the re-
presentation of the Determinants (villard)3 and similarly the
States are also indicate (lit. accomplished) by the representation

The Determinants

39. Aets connected with the Determinants should be re-
presented by means the Consequents; and the States relate to
the feeling of one's own self, and the Determinants relate to an
exhibition of another person [in relation to the self)'.

40 A preceptor, i friend, an affectionate companion (sakha),
a relation from the mother's or the father's side who may come
and be a announced? [properly] is called a Determinant".

The Consequents

41. The honour shown to him' hy rising from the set, ly
offering him presents (arglya) and a seat and by using respectful
words, is called the Consequents (anubhara).

with a state pleasant or otherwisc, looks under its influence everything
as permeated with it). Besides this K. reads 38 as follows: famiRalzi

NS. VII. 1-3.

& This is only au cxample of one of the many ribhavas which may
lead to one of the many States.

• 41 (C.41; K.XXV.42). 'One of the persons mentioned in 40 above.

THE NATYASASTRA [XXVI, 37-

of Consequents (anubhara)".

37 (C.37; K.IXV.37). • prajumite yathirasam, C. (darsayed
virahunzgin K).

38 (C.38; K.XXV.39). ' K. reads before this the following : a
(Me who is imburd

mmmn 7. For the def. of bhiva see
= See NS. VII. = Sco NS. VII. 4-5.

39 (C 39; K.XXV.10). ' Ag. (p. 191) reads itminubhavanam for

ilmubhinayanan in the text and explains the same as

40 (C.40; K.XXV.4l). ' Ag. (le) scems to read ivesya for ivedya.
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42. Similarly in other cases also, from an observation of
different incidents [in a play] one should find out the Determinants
und the Consequents from actions [related to them].

43. Reply to a message given to the Messenger is [also]
called a Consequent.

44. In these ways the Stater, the Determinants and the
Consequents are to be represented by men as well as women.

Gencral directions for the representation

45. In the representation of their own nature, men should

the Avahittha" postures in relution to [appropriate] actions.

46. [But] there occurring special need for the same, other
postures may [also] be introduced for the representation of different
States in special (lit. different) types of plays.

Men's and women's efforts

47. Efforts of men should be characterised by patience as
well as sportive limbs, and those of women by delicate Angahäras.?

Women's movements of limbs

48. Women's movement of hands, feet and other limbs
should be graveful (lalita) while mon's movement of these should

Meanings of words

49. Representation of the meaning of words are to be made
differently by men and women. I shall explainthem in. detail in
connexion with the States and the Consequents.

Joy
50. One should indicate one's joy (hars) by embracing the

[other's] body, by smiling eyes as well as by horripilation?.

-XXVI. 50 ]

assume the Vaisnava posture (sthana)I and woman the Ayata" or

be restrained (hira) as well is vehement (milkata) ?.

42 (C.42; K XXV.43). 43 (C.48; K.XXV.44).

14 (C.41; K.XXV.45). 45 (C.45; K.XXV.46). 1 See NS. XI.51-52.

3 See NS. XIII.157-170. & See NS. ibid. 46 (K.XXV.47).

47 (C.46; K.XXV.48),, ^ See NS. IV.170ff.

48 (C.47; K.XXV.49), IK. adds after this one additional

hemistich. 49 (C.48; K.XX,V.50b-51a).

50 (C.19; R.XXV.51b-52a), - tatholukasana, K. (tat halpakalhaillj.
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51. An actress (nartali) should indicate joy by sudden

horripilation, tearful eyes, smiling words and a loving attitude.
Anger

52. One should indicate anger by upturned red eyes, biting

of lips, [deep] breathing and trembling limbs.

Jealous Anger of women

53-5t. Jealous Anger (asialrodla) of women should be

indicated by teurful eyes, touching of the chin and the lips,
shaking of the head, knitting of the eye-brows, keeping silent,
curling of the fingers, leaving of gulands and ornaments and

Men's sorrow

55. Men's sorrow should be indicated by much breathing
and sighing, thinking with a downcast face and looking up towards
the sky in a pensive mood.

Women's sorrow

56. Women's sorrow should be indicated by weeping',
sighing, beating the breast, falling on the ground and striking
[the body against the ground.

57. Crying which has been mentioned before as arising
from tears of joy and from jealousy should be applied in case of
women and of the inferior male characters.

Men's fear

58. Men's eur should be indicated by acts of consternation

their hands., loss of solt-control and the like.
Women's fear

59-60. Women's fear should be indicated by eyes with

THE NATYASASTRA [ XXVI. 51-

assuming the Ayata posture (sthana)".

(rembrand), and of dismay (meya), fall of weapons from

51 (0.50; K.XXV.52b-53a). 52 (C.51; K.XXV.53b-547).
53-54 (C: 52-53; K.XXV.54b-564). 1 See NS. XIII.157-170.

55 (Col; K.XXV.56b 57a).

*7 (C.56; K.KXV.58b-59a).' ridilam, K. sahit am, 6.
58 (C.57; K.XXV.59b-60a).
59-60 (C.58-59; K.XXV.60b-62a).
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moving eyeballs, throbbing and shaking limbs, glancing sideways

for fear (lit. terrified heart), looking for someone to rescue them,

weeping loudly and putting their arms round the man [staying

Women's intoxicated condition

61. Intoxicated conditions (lit. intoxication) which have

been mentioned before should be applied to women, and men of

the inferior type. Adoption of gestures (lit. form) in suel cases
should be delicate and graceful.

62. Women's intoxication should be indicuted by rolling of

of limbs.
6:3. These are the rules to be followed in i theatrical pro-

duction for the representation of men's or women's States when
occasion for these will arise.

64. In a theatrical production the States of women due all
to be made graceful (lalite) and that of men endowed with Self-

65. Parrots, Sarikas and small birds like these are to he
indicated by two moving fingers in the Tripataka hund.

Big birds
66. But birds like peacocks, cranes and swans which

re naturally big are to be indicated by proper Recakas and

Asses and camels ite.

67. Asses, cunels, elephants, tigers, cows, buffaloes and
the like should be indicated by Gaits and gestures [suitable to

-XXVI, 67.]

close byl®

oyes, uttering of irrelevant words (vilape = pralaya) and shaking

control (haird) and Equanimity (malw).
Parrots and Sarikis

Angahãras'.

then ]'.

61 (C.60; K.XXV.621-63a).
63 (C.62; K.XXV.64b-654).

62 (C.61; K.XXV.63b-644).
64 (C-63; 1.XXV.65b-664).

65 (C.64; K.XXV.66b-67a).
66 (C.65; K.XXV.67b-68), 'K. reads Gob as tatarafaffedal:

67 (C.66; K.XXV.68b-694). 'K, reads this as follows: tHe 1sTi-
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when they are not visible should be indicated by the Angaharas.
But when they are visible they should be indicated by [the repre-
sentation of] fear, dismay and astonishment.

70. When they remain invisible, gods are to be indicated
cording to the necessity by making obeisince to them and by

movements suitable to the States.
Greeting an invisible person

70-71. Greeting is man when he is invisible is to be indi-
cated by touching the head with the Arala hand raised from
the side.

Greeting gods and superiors etc.
71-72, Greeting goes, superiors (yun), and ladies is to

touching the head similarly).
72-73. Gods and honomable persons when they appewr

physically should be indicated by obeisance to them and by the
deep influence [they have over the surroundings.

A greet crowd and triends etc.
73-71. A great crowd, tricods, Vitas and rogues de to be

Mountains and tall trees ete,
74-75. Mountains in connexion with their height, and till

trees are to be indicated by lifting upwards the outstretched hands
Wide expanse of water

75-76 A wide explanse of sea-water' is to be indicated by
two l'utaka hands thrown out [side-ways], and heroism, haughtiness,

THE NATYASASTRA [ XXVI, 68-

Bhutas and Pisacas cte.

68-69. Bhutas, Pitcas, Yaksus, Danavis and Raksasas

be indicated by the katakavardhaman or the Kapota hand®

indieated by means of the Piimandal (Uromandala)" hand.

68-69 (C.67-68a; K.XXV.69b: 70b-71a). *K. adds after 68a the .
Tream matalinial. 69-70 (C.68b-69a; K.XXV.72).

70-71 (C.69b-70a; K XXV.73). ' See NS. IX. 16-52.
71-75 (C.70b-71a; K.XXV.74). 'NS. IX.136. = NS. 1X.129.
72-73 (C.71be; K.XXV.75).
73-74 (C.72; K.XXV.76). ' See NS. 1X.196.

74-75 (C.73; K.XXV.77).
75-76 (C.74-57ab; K.XXV.78-79). 'Emend sagaramminim into

sigarumbhasim.
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pride, magnanimity and growth upwards also should be indicated?

by placing the Arala hand on the forehead.

77-78. The two Mrgafirsa hands' turned away from the
breasts and held out quickly at it distanep will indicate anything

A house and darkness ete
78-79. A house, darkness, a hole or cave is to be indieated

hy holding slightly stretched hands which have their palms upturned
and which point downwards'

Lovesick, cursed and possessed persons
79-80. Persons who are lovesick or under a curse, possessed

of some evil spirit or enfeebled in mind hy fever, should be repre
sented hy (suitable) movements of their face and other limbs?.

A swing
81-82. A swing should be indicated hy the representation

of its movement, agitation of the limbs and the holding of the
strings. It is by acting like this (lit. then) that the moving
swing will be perceptible [to the spertators], and persons occupying
their seats ljust after representing i swing] will be taken as
moving in a swing.

82-503. I shall now speck of [the indication of] "Speaking to

Speaking to the Sky
8365. Addressing someone staying at a distaner or not.

appeting in person ne indirertly adressing to someone who is
not close by, is called Speaking to the Sky (alas-bhasita.). This

*C. omits this, but K's reading is slightly corrupt.

-XXVI. 83 1

made open (aparla)".

the Sky" (alaracana), "Sperking Asido" (atmayuta), "Concealed
Speaking" (apuraritala) and "Private l'ersonal address" (innantilia).

77-78 (K.XXV.80). ' NS.IX.86.

78-79 C750 KXXV.82-82 8 1
fafar nurfat, C. (Tafar newar, K.).

79-80 (C.76; K.XXV.83). 'K. reads 80u as da faur a at adi aid
80-82 (C.77-78; K.X XV.84-85).

82-9.3 (C.79; K.XXV. 86)-87a).

(Ag. p. 493).



504

mode of spenking will present (the substance of] a dialogue by
means of replies related to various [imaginery] questions (lit.
causes) which may arise out of the play?.

Speaking Aside
Sir-86. When overwhelmed with excessive joy, intoxication,

madness, fit of passion repugnance, fear, astonishment, anger und
sorrow one speaks out words which iue in one's mind (lit. heart),

it is called Speaking Aside (atmugata).

Conccaled Speaking
And Concealed Speaking («pararitala) is related to secrecy.

Private Personal Address
97-97. When out of necessity persons standing close by are

supposed not to hear what is spoken to someone else, this
constitutes Private Personal Address (janantilu) .

Thinking within oneself
It relates to something within one's self (lit. heart) which is a

matter of deliberation? and feelings and [which is indeed a kind

88-00. Words in a play, which de connected with secracy
should be spoken in one's eurs preceded by "so, so".

Mentioning incidents that decurred already
90-91.When me is to speak from necessity of something

tika and the apavoritake are supposed to bo inaudible to othere on the
stage Ag. (p.424) quotes a view on their distinetion as follows: pay

zanfera, N. p.31. But all this dors not seem to fit in well with the

THE NATYASASTRA [ AXVI. 85-

of Speaking Aside (atnuuut).

" K. reads rasabluca.
85-86 (C.82a; KXX V.89h-90). • Road the first three hemistichs as

87-88 (C. 82b-83; K.X.V. 9la-92)." It is because both the janän-

reamples of the apavoritaka available in extint dramas. Cf. Lévi. p.61.
3 saritarkam, C. (savikalpam, k.).
3 bhavastha C. (bluravasid, K.).
98-90 (C.84 85; KNXV.03-94). K reads 88b differently.
90-91 (C.86; K.XXV.95).
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which has occurred carier, for avoiding repetition this should be
[similarly] spoken in one's ears.

91-91. Without making any contusion (lit. mistake) [among
these] one should resort to Speaking to the Sky (akasa-vacana),
Private Personal Address (ianantila) and Speaking Aside (atma-
yata) which will [relate sometimes] to a visible or an invisible
person and [sometimes] to one's ownself or others'.

Representing Concealed Speaking
91-92. Concealed Speaking (apavaritalia) and Privato

Personal Address vanantilia) should be indicated by a Tripataka
hand covering [the speaker]'.

Repetition of words
92-03. Words which are uttered due to fright, calamity,

inger and intense sorrow are to be repeated'.

93-94. [In such cases] words such as "tell", "well done",
"ah", "alas", "go away", "what", "let me go", "no" and "speak"
should be repeated twice or thrice'.

Suspension of representation
94.95. Distorted or incomplete words used [in a play]

should not be represented by gestures' for explaining them (lit. for
the sake of definition)?.

Observing proper States
95-96. The State (bhava) which is proper to a superior

[character] should not be applied to a middling one ; and similarly
the State which is proper to a middling (character] should not be
applied to an inferior one?.

Tain). The trans. is tentative.

-XXVI. 95 ]

90-91 (C.86; K.XXV.95).Road this pass lC. toN
91-92 (C.87; K.XXV.96). * Cf. DR. I, 85b; BhP, p. 219, 1, 21-22; '

SD. 425. Lévi. p. 61.

92-93 (C.88; K.XXV.114). ' K. reads punaruklam na lei inco.

93-94 (C.89; K.XXV.115), 'K, reads 93b as 918) guT eft faiT

04-05 (C.90; K.XXV.114). 'K, reads prationgahinam, C. pratya-
norhitam, K. a laksanakite, O. laksanatitas, K,

95-96 (C.81; K.XXV.118),
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Ju-97. By means of different States and Sentiments which
arise from movements proper to the superior, the middling and the
inferior characters, a play will attain (lit. wish for) attractiveness.

No movement in the state of sleeping
97-98. In the somnolent condition (seamayita) the States

should not be represented hy any movement of hands. As in the
representation of the Temperament, this should he done through
speech (lit. the meaning of words) only?.

Declamation in sleep
98-99. Declamation (pathyr) in the somnolent condition

should proceed wilth a slow voice; words in it should be
[sometimes] distinet and [sometimes] indistinet and sometimes

their senses should he repeated twicc, and it should also, depend

on the recoliection of the past (events].

Declamation of oll people

99-100. Declamation of old people should be made with a

faltering voice and dropping of syllables [now and then]; and

Children's words

that of children should be made with lisping (calasvara)
which will leave syllables unfinished.

Dying declamation
100-101 Indistinet declamation (lalit.) at the time of dying

should be made with syllables produced by relaxed and heavy
speech-organs (larana); it shoukl be n faltering voice resembling

the sound of [small] bells and it should be accompanied by

hiccough, [hard] breathing and [the action of] phlegm.

101-102. Occurrence of a swoon when followed by hiccough

and (hard] breathing is considered similar to death. To indicate
it the declamation should contain repetition!.

THE NATYASASTRA [ XXVI. 96-

96-97 (C.92; K.XXV). 'Read bhuvarasair almacestasamutthitair
(bravacestair, K. cestasamanvitah, C.).

97-98 C.93; K.XXV.97). ' K.'s reading seems to have boen as

98-99 (C. 94; K.XXV.98).
99-100 (C.95; K.XXV.101), ' asamapalaksaram, C. but aspastavar-

nasamyuklam, K. 100-101 (C.96; K.XXV.99).
101-102 (C.27; KXXV.100), Read the passage as follows:
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Representation of death

102-103. Representation of death which may arise from

different conditions will be of different nature. [For example]

sometimes it is indicated by throwing out all the hands and feet,

and sometimes by a paralysis of movement of all the limbs?.

Death from disease

103-104. Death from an attack of disease should be

represented by an occurrence of hiccough, [hard] breathing and

imperceptible movement of limbs which should be relaxed!.

Death from drinking poison

101-105. Death from drinking poison should be represented

by throwing out of hands and feet and other limbs, and the power

of the poison will lead to the quivering action of the (different]

parts of the body,

The oight stages in death from poison

105-107. The first stage of the action of poison is the
general weakness of the body, the second tremor, the third a
burning sensation, the fourth hiccough, the fith froth lin the
mouth], the sixth breaking of the neck, the seventh paralysis and
the eighth death'.

Weakness
107-108. Eyes with sunken cyballs [depressed] cheeks,

lips, belly and shoulder and lecbleness of arms will represent
[general] Weakness.

Tremor
108-109. Tremor (vepatlu) should be represented by

shaking simultaneously according to the situation the head, the
bands and the feet or one of these limbs separately.

•&XVI. 105 )

etc. C.
102-103 (C.976-98a; K.XXV.102). 'Head sannais tatha gätrail.

(sarvais latha galraih, C. samirais tatha köryah, K.).
I03-104 (0.98b-99a; K.XXV.103). 'K. reads 104a as follows :

104-105 (C.99b-100a, K.XXV.104).

105-107 (0;100b-102a; K.XXV.105-106). ' Read karéyo, K(karya, C.)

107-108 (C.1025-103a; K.XXV.107), ' pravistatarake, C. (bravida

dha-tälake, K). 108-109 (C.103be; K.XXV.108).
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Burning sensation

109-110. Burning sensation (dala) should be represented

by shaking violently the entire body, cartching the [different]

limbs and throwing out the hands and other limbs?.

110-111. Hiccough (hikka) should be represented by re-

peated blinking of eyes, belching, vomitting, convulsion (alisepa),

and uttering of indistinct sounds.
Froth in the mouth

110-111. Froth (phena) [in the mouth] should be re
presented together with belching, vomitting, licking the corners of
the mouth, senselessness and lack of movement of the eyes.

Breaking of the nock

111-112. Breaking of the neck (sirobhanja = vivalhanga)
should be represented by the shoulder touching the cheek and
the lowering of the head.

Paralysis
Paralysis (iadata) should he represented hy inaction of all

the sense-organs.
Death

113-114. Death (marana) whether it is due to a growth
of disease or to snake-bite should be represented, according to
the dramatic convention (natyalharm) by the closing down of
the eyes.

114-115. These particular representations should be com-
bined with suitable Temperament (sattoa) and States (Bhava)}, and

111-112 (6.106a; K.XXV.111). ' C. omits 112a and reads the passage

THE NATASASTRA [ XXVI. 109.

Hiccough

109-110 (C.104; K.XXV.109). ' K. reads sarvingo-vepanam vepa-
this tu for sarvängavepanod-vejanena, C).

110-111 (C.105; K.XXV,110).

112-113 (C.106b; K.XXV.112). ' C. omits 112b which K. reada

118-114 (C.107;K.XXV.118).

114-115 (C.108; K.XXV.119).• ' sattrabhava, C. for soroabhava, K.
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[representation of] other popular [objects and ideas should be
learnt (lit. accomplished) from the people.

General directions

115-116. Just as the garland-maker makes garlands from

various kinds of flowers, the drama should be produced similarly

by gestures of different limbs, and by Sentiments and States.

116-117. Movements and Gaits that have been prescribed
by the rules for a character which has entered the stage? should be
maintained by the actor without giving up the [particular] Tempe-
rament till he makes an exit.

117-118. Now I have finished speaking about the represen-
tation to be made through Words and Gestures. Things omitted
here by me should be gathered from [the usage of] the people!.

The triple basis of drama

118-119. The people, the Vedas and the spiritual faculty
(adhyatma) are known as the three authorities. The drama is
mostly based on objects related to the last two (the Veda and

119-120. The drama which has its origin in the Vedas,
and the spiritual faculty (adhyatma) and includes (proper] words

and metre, succeeds when it is approved of by the people. Hence
the people are considered as the [ultimate] authority on the drama!.

121. A mimicry of the exploits of gods, sages, kings as well
as of householders in this world, is called the drama',

122. When human character with all its different States is
reprosented with [suitable] Gestures it is called the drama.

People supplying norm to the drama

123. Thus the events (nartä) relating to the people in all

• 'K. omits 120b.

-XXVI. 128] 509

the adhyatma).

115-116 (C.109; K.XXV.120).
116-117 (C.110; K.XXV.121). 'raingapravistasya, C. for raiga-

pravrtlassa, K).
117-118 (C.111; K.XXV.122). ' Ko reads 117b as follows: PaRa ma?

118-119 (C.112; K.XXV.123).

119-120 (C.118; K.XXV.124).

121 (C.114; K.XXV.125). ^ Ser NS. I. 120

122 (C.115; K.XXV.126). 123 (C.Li6; K XXV.127).
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their diferent conditions, may be (lit. should be) included in a

play, by those well-versed in the Canons of Drama (natyrveda).

124. Whatever Sastras, laws, arts andactivities are
connected with the human usage (lokadharma) may be produced
(lit, called) as a drama.

125. Rules regarding the feelings and activities of the
world moveable as well as immoveable cannot be formulated (lit.
ascertained) exhaustively by the astra.

126.The people have different dispositions, and on their
dispositions the drama rests. Hence playwrights and producers
(prayolitz) should take the people as their authority las regards the
rules of the art.

127. Thus they (prayolily) should pay attention to the
feelings, gestures and the Temperament in representing the States
of various characters [that nay appear in the dramal.

128. The men who know in this order the art of Histrio-
nic Representation and applies it on the stage, receives in this
world the highest honour for putting into practice the theory of

129. These are to be known as the modes of representation
dependent on Words, Costumes, Make-up and Gestures.
expert in dramatic production should adopt these for the Success
[in his undertaking]'.

which treats of the Special Representation.

THE NATYAgASTRA (XXVI. 184-

drama (natyatativa) as well as [the art of] acting (abhinayn).

• An

Here ends Chapter XXVI of Bharata's Natyasastra

124 (C.117; K.XXV.128). 125 (C.118; K.XXV.129).
126 (C.119; K.XXV.130).
127 (C.120). ' K. omits this.

128 (C.181; K.XXV.131). 'C. reade after this an additional couplet.

129 (C.122). * K. omits this.



CHAPTER TWENTYSEVEN

SUCCESS IN DRAMATIU PRODUTION

1. I shall now describe the features of the tio kinds of Success
(silli) relating to the drama. For the production of a drama is
wholly meant for (lit. based on) attaining the Success in it'.

The two kinds of Success

2. The Success [in the dramatic production] which arises
from Words, Temperament and Gestures and which relates to
various States and Sentiments is of two kinds: divine (daivil),

The human Success

3. [Of these two] the human [Success] has ten features,
and the divine [Success] two; and they (i. c. such features) consist
[mostly] of various Temperaments expressed vocally (vanmayi)
and physically (sarri).

The vocal Success

swelling uproar) are the signs of the Success expressed vocally

The physical Success

the rising up from the seat (abhyutthant), and the giving away?

1(C. K. same). 'This chapter discusses the appreciation of
theatrical productions by spectators who include persons of various types
possessessing different psychological and cultural traits.

Basic Representation. Sec Ns. XXIV.

wealthy among the spectators on being very highly pleased with a
dramatic performance did at oneo' take out from their oma body the

and human (manus?).

1. Slight Smile (smita)", Smile (ardhalvasa) * and Exces-
sive Laughter (atihasa)", 'well-done' (sadhn), how wonderful' (alo),
'how pathetic' (liastam), and tumultuous applause (prazodhanada,

(ranmayi).

5. Joy expressed in horripilation (saromanca-pulatia),

8 (C. K. same).vak-sattvanga. These three constitate tho
3 (C. K. same).

1(0 K. same). ' Sco NS. VI. 52.
* The ardhahiva seems to be the samo as hasita, emile; seo note 1

* See noto l abovc.
abores (C. I same). hot age.long outom ia India was diat the
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Success expressed physically (sariri).

O. When actors produce the Comic Sentiment slightly.

dependent on words of double entendre the spectators should

always receive the same with a Smile (smita).

7. When they (i.e. the actors) have a laughter not very

clear, or words which do not directly cause laughter the spectators are

always to receive the same with a Smile (ardhahasya).

8. Laughter created by the bragging of the Jester or by

some artifice (silpa)' should always be received by the spectators

with an Excessive Laughter (atiliasya).

D. [Representation of deeds] which relate to the practice of

virtue and is endowed with excellence, should be greeted by the

spectators with the word "well-done" (sadhu.

10. Similarly, "how wonderful" should be uttered by the

spectators in connexton with States like Astonishment (vismaya)

and in course of the Erotic, the Marvellous and the Heroic

Sentiments.

11. But in the Pathetle Sentiment they should utter
with tears "how pathetic". And in cases of Astonishment there
should always be a tumultuous applause (pravrdhanada, lit.
swelling uproar).

12. In cases of insulting words used in acting a play they
should be attentively received with horripilation (lit. throbbing
hairs) by the spectators whose curiosity has been evoked'.

costly shawls, other wearing apparels or ornaments to give them way
to the talented actors. Cf. also NL. 22891. * See note 1 above.

* This prescription simply points out what should actually happen.

' For example, the art of comic make-up.

12 (C, K, same). ! The trans, is tentative.

THE NATYASASTRA [ XXVII. G-

of clothes (celadana) and of rings (anguligena) are signs of the

6 (C. K. same), 'kincic-chlista, C. kimcicchisto, K.

7 (C. K. same). ' See above 2 note 2.

8 (C. K. same), ' vidusakoccheka, K, vidusakoccheda, C.

9 (C. K. same), ' dharmapada", C. garvapada, K
.10 (C. K. same). 11 (C. K. same).
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13-14. If the play is a brilliant one with (a plot containing)

cutting and piercing [of limbs], fight, portentuous calamity, terrific

happening or minor personal combat, it should be receired by the

clever spectators with tears and rising up [from the seat, and with
shaking the shoulder and head .

15. This is the manner in which the human Success gets
expressed. Now listen about the divine Suecess which I am
going to describe.

The divine Succees

16. The Success [in dramatic production] which includes an
excessive [display] of the Temperament, and expresses the States
[clearly]ª is to be'taken by the spectators as divine (dairi).

17. When there is no noise, no disturbance, no unusual
occurrence [during the production of a play] and the auditorium is
full [of spectators], the Success is called divine!.

Three kinds of Blemishes

18. These are the varieties of the Success to be known by
the spectators as human and divine. I shall speak hereafter of
the Blemishes (ghata) coming from gods (dera).

19. Blemishes lin the production of a playl are of three
kinds; (that coming] from gods', from the actors themselves

15 (C. K. same). " This "human" Succees seems to relate to the
common "human" beings or average spectators, and they should be com-

pared with men occupying the gallery of a modern theatre. They are

generally moved by outward and not deep aspects of & dramatic per-
formance. Sce below 16 note.

16 (C. K. same),: These are the deoper aspects of a dramatic
performaner.

17 (C. K. same),! The "divine" Success scems to relate to cultured
spectators who generally take interest in deeper and more subtle aspects
of a dramatic performane and as such are above ordinary human beings
and may be called "divinc".

19 (C. K. same). 1 "Gods" here means the source of varions
accidents. See 20 below.

65

613

13-14 (C. K. same).

18 (C. K. same).
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(atman)', and from an enemy para)s. Sometimes a fourth variety

of it is what comes up due a portentuous calamity.

Blemishes from gods

20. Blemishes from gods are: [strong] wind, fire, rains, •

fear from an elephant or a serpent, stroke of lightning, appearance

of ants, insects, ferocious and other animals.

Blemishes from an enemy

21. Blemishes created by an enemy are: all round
screaming, buzzing (sphotta), noisy clapping, throwing of cowdung,
clods of earth, grass and stones [in the place of performance].

22. Blemishes created by an enemy' we considered by the
wise to be due to jealousy, hostility to the party injured, or being
partial [to the party's enemy], or recciving bribe from the latter

23. Blemishes resulting from portents (autpatilia) are those
due to euthquake, storm, the falling of meteors and the like,

Self-made Blemishes
I shall now describe Blemishes arising from the actors

24-25. Un-naturalness [in the acting,, wrong movement Lot

* Their acts of ommission or commission are these Blemishes.

See below 24-25. & See below 21-22.

21 (C. K. samc). " The rival groups of actors who contested for

rewards from their patrons, became enemies to one another ; soe below 72ff.

* This kind of improper and dishonest acts sometimes oceurs also

now-a-lays in mectings, supporting candidates from rival political
partics. Human psychology has not much changed since the NS. was

compiled more than sixteen hundred years ago.
22 (C. K. same). See above 20 note 2.
"It sooms that the leaders of actors did not seruple even to bribe

individual spectators to gain their ends.

23 (C. K. same). I It is possible that due to superstitious fear

arisinz from an appearance of these natural phenomena coufusion

occurred during the performance.

24-25 (C.24,25b-26, K.24-25). ' Ag. (p. 509) explain this as anya-

THE NATYASASTRA [ XXVII. 20-

(athabheda)".

themselves (atma-samuttlia).

the actors], unsuitability of a role [to an actor] (vibhumiliato)*, loss

20 (C. K. same).

baumsirocita-svatra-sri-ca (9) 5012ira.
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of memory [of the actors], speaking other words& (nynvacana ie.

those not in the play), [actor's] cry of distress", want of proper

hand movements (vihastatva), falling off of the crown and other

ornaments, defects in playing the drums (puskaradosa), shyness

of speech (vagolitz), laughing too much and crying too much will

be taken as Blemishes to the Success*.

26. Attack of insects and ants' wholly spoils the Success,

while the falling off of the crown and other ornaments will spoil

the tumultous applause [in appreciation of the production].

27. Blemishes in the shape of un appearance of animals?
should be disregarded. But shy speech [of the actors] and the
wrong playing of the drums will [however] wholly spoil the Success®.

Blemishes without remedy

28. The two [kinds of) Blemishos which cannot be remedied

in the production of a play (lit, poem), are faults due to & natural

calamity, and the running out of water from the Nadika'.

* Ag. (l.e.) explains this as tunim kitom anyena palhaniyam anyal.
pathatiti anyavacanam.

3 Ag. (l.c.) explains this its irtatuam hi chadmano pradarsanad
asiddhile.

"C. reads one fragmentary hemistich before 25.
26 (C.26b-27a; Ko26b-28a). ' Ag. (p. 509) probably read in his

text pipilik-nikscpa.
27 (C.276-28b; Ko28b). ' Ag. (p, 509) reads it as passe-praveso andment t
2 C. rendo one additional hemistich between 27a and 27b. I. omite 27b.
28 (C.29; K.32). ' Ag. (p. 508) says on thie sanfeda die la qua

cte. Nank (test
nilikà) is a measure of time. Seo NS. XX. 66 noto 1. The ancient
Indian device for measuring time consisted of & water vessel of particular
size with a well-defined tube (narit) at its bottom. Time required for the
complete running out of water from it, was known as a noniki (nadi),

11f9911 (See AS. II. 20; also AS. notee, p. 27). Here naslike is used in the
sense of the water-vessel used formeasuring time. On the necessity of

time-kecping seo below 39 and NS. XX.23, 65-68- As's esplanation does

not seem to be clear.
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Palpable sources of Blemishes

39-30. Palpable (lit. large) sources of Blemish in a play
are: repetition, defective use of compound words (asamas,

combination (visandli, use of incoherent words (apartha), faulty
use of three genders, confusion between direct and indirect happen-

long and short vowels, and observing wrong caesure?.

31. Absence of [proper] notes (eistar, of sweetness of

notes (viyulita-raga), and of wealth of notes, and ignorance of voice

registers (sthana) and of tempo (laya) will disturb musical rules

(in the production of a play!'.

32. Non-observance of Sama, Marga and Marjana, giving
hard strokes', and ignorance about the beginning (lit. taking)" and
the stopping (molisa, lit. release) will spoil the beauty (rist)" of
the music of drums*

33-36. Omission due to loss of memory, and defective
enunciation in the declamation, putting on ornaments in wrong
places, falling off of the crown, not putting on any ornament', want
of hand-movements owing to an ignorance about mounting or

29-30 (C. 30-31, K.30-31). ' Actors and actresses at the time of the
NS. usually being speakers of Middle Indo-Aryan (Prakrit) and not trainel
scholars, there occured all sorts of lapses in their Sanskritic recitation and
declamation. Hence is to be justified the humorous reference to the nata

in trans is as follows: Where would the vulgarly-used words have gone
for fear of hunter-like grammarians, if there were no mouth caves of

astrologers, actors, gallants, singers and physicians?

31 (C.32; K.27). ' For the technical terme of music used here

used here sce NS. XXXIII.

THE NATYASASTRA [ XXVII. 29-

wrong use of case-endings (ribhaklibhaia), want of proper euphonic

ings (matzulsa-parolisa-smmoha), lapse in metre, interchange of

(netor) in the following traditional couplet
a1 �frammamman� afe 7 g: (Haldar, Itihasa, p. 143). which

see NS. XXVIII.
32 (C.33; K.29). ' bahulaprahara, K. (kulapraharam ca. C).
3 graha, K. (giha, (.).
3 Read rasam for murisam, C. and marsam, K.
"puskaragata, K. (puspagala, C). For technical terms of music

3-3; (C.34-37; K. 33-36). " Rcad bhusanagraham for bresana.
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dismounting chariots, elephants, horses, asses, camels, palanquins,

aerial ears (viman) and vehicles [in generall, wrongly holding or
using weapons and armours, entering the stage without the crown,
headgear or clothing, or entering too latus sue the Blemishes which

should be marked in proper places by the clever experts, but they
should leave out of consideration the sacrificial post (yupa), taking

ind other vessels (bhandu) [relating to a sacrifice).

Three grades ot Blemishes

37. An expert in dramatic production should record

(ladlestial, but should not record (merely] the Success or the
Blemishes [without uny detailed information about these].

38. The total Success or an all round Blemish expresses
itself in many ways. But a matter affecting merely one aspect [ot
the production] should not be reckoned for lowering the order:

39. After the putting down of the Jarjara [by the Director]
in a dramatic production, the Assessors (pratika) should ilways
achieve in due manner the accuracy of timing (nadiasuldlu)" and
of recording (Celiny«suunt) lof all Blemishes as well is goods points].

Wrong Benediction

40. When during a god's festival anyone foolishly recites a
Benedictory Sloka in honour of the wrong god it is to be recordul
as his Blemish in the Preliminaries 1

Interpolation is a Blemish

41. When anyone interpolates the composition of une

* K. reads 37b differently.

in a mutilated form.

39 (C.40; K.39). • See below 62-69 notes. * See above 28 note.

up of the fire-wood (cayent), Kusa grass (larbla), ladle (ore)

Blemishes as "mixed" (misre), "total" (sarvayata) und "partial"

= cirapraveso, K. (cirprayoga, C.).

37 (C.38; K.37). ' Read siddher for siddhair, C. and siddhya, K.

• Read no ghulas ca for no ghatasya, C. vidhano vã, K.

39 (C.39). ' Read ekadésajato (ekadésajatam, C). K. gives 38a

40 (C.41; K.40), ' Read 10a, as diste to ta metal dafe mae,
41 (C.42).
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playwright into that of another it is also to be recorded by the

experts as his Blemish'.

42. When inyone knowingly (lit. not out of ignorance)
interpolates (lit, mixes) in [his] play the name of another author
then his Blemish in it being definite, should be recorded in due
order?.

13. When anyone produces i play using costumes and
languages in violation of the rules [regarding the same laid down

in the Sastra] then his Blemish about the same should be recorded'.

Limitation of human efforts in a play

11. Who is able to observe properly the rules of [construc-
ting] plays or producing [then on the stage]? Or who cun be bold
or keen (lit. cager) enough in mind to [claim to] understand pro-
perly all that have been said?

45. Hence one should include in plays words which have
deep signiticance, are appored of by the Vedas as well as the people,
and are acceptable to all persons".

46. And no play (lit. nothing) can be devoid of any merit

' This seans to show elearly that theatrical Directors did not hesitate
somotimes to insert passages taken from one playwright's work into that
of another to add to the effect of the latter. K. omits this passage.

42 (C.43), ' From this it appears that the practice of putting in
the name of the author of a play in the Prologue (prastavani) was
not a very old one. This seems to explain the absence of the authors
name in dramatic the works ascribed to Bhasa. K. does not have
this passage.

43 (0,44; K.41). Trom a close study of avalable plays it does not
appear that the rules laid down in the Sastra were very scrupulously
tollowed, or it is also likely that the rules regarding the use of different
languages in a play, changed with the linguistic development as well
as other conditions connected with the usc of languages.

44 (C.45; K.47), ' This secms to point out that no Sastra can exhaus-
tively lay down all the rules which can never be made very clear and
precisc, for many things in theatre relate to so many fluctuating factore.

45 (C.46; K.43). " One should mark the stress put on the Vedas and
the popular pructice in connexion with the Natya. Sce NS. XXVI, 118-120.

THE NATYASASTRA [XXVII. 42-

• 48(0.47; K.14). -
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or totally free from faults. Hence faults in the production of a
a play should not be made much of.

47. But the actor (nata) should not [for that reason] bo
careless about Words, Gestures and Costumes of minor import-
ance (lit. non-essential) as well as about [minor] Sentiments and
States?, dance, vocal and instrumental music and popular usages?
of the same kind [relating to the performance).

Spectators of a performance

49. These are [the rules] defining the characteristics of the
Suecess. I shall hereafter describe that of [an ideal] spectator?

49-53. Those who are possessed of (good] character, high
birth, quiet behaviour and learning, are desirous of fame and virtue,
impartial, advanced in age, proficient in drama in all its six limbs,
idlert, honest, unaffected by passion expert in playing the four
kinds of musical instruments, acquainted with the Costumes
and Make-up, the rules of dialects, the four kinds of Histrionic
Representation, grammar, prosody, and various [other] Sastras, are
very virtuous, experts in different arts and crafts, and have fine
sense of the Sentiments and the States, should be made spectators!
in witnessing a drun:?

53. Anyone who has (lit. is characterised by) unruffied
senses, is honest, expert in the discussion of pros and cons,
detector of faults and appreciator [of merits], is considered fit to be
a spectator in a drana.

54. He who attains gladness on sceing a person glad, and
sorrow on seeing him sorry and feels niserable on seeing him
miserable is considered fit to be a spectator in a drama?.

' This is a very wise counsel for the hasty erities of a play.

54 (C.55; K.52), ' The critic must be a man with sympathy.

(melisalia)".

47 (C.48; K.45), ' nepathye, K. (nepathyail, C).3 rasabhisanittagite, K. (nityagitail, K).
3 lokayukte, K. (ruoktyii, C).
48 (C 49; K46). ' preskakanim (preksanunim, C.prasnikonim, K).
19-52 (C.50-53; K.47-50). 'preksaka, O; prasnika, K.

53 (C.04; K.51).
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55-56. All these various qualities are not known to exist

in one single spectator. And because objects of knowledge. are

so numerous and the span of life is so brief', the inferior common

(lit. men) in an assembly which consists of the superior, the middl-

ing and the inferior members cannot be expected to appeciate the

performance of the superior ones.

57. Hence an individual to whom a particular dress,

profession, speech and an act belong as his own, should be consi-
dered fit to appreciate the same.

Various classes of speetators
58. Different are the dispositions oi women and men,

young and old who may be of superior, middling or inferior talents,
and on such dispositions [the Success of] a drama rests.

Disposition of different spectators
59. Young people are pleased to see [the presentation of]

love, the learned a reference to some [religious or philosophical]
doctrine', the seekers of moncy (topics of] wealth, and the passion-
less in topics of liberation (molis).

60-61. Heroic persons are always pleased in the Odious
and the Terrible Sentiments, the personal combats and battles, and
the old people in Puränic legends, and tales of virtue. And [the
common] women, children and the uncultured men (murkha) are

always delighted with the Comic Sentiment and [remarkable]

61-62. Thus the man who is fit to assume i particular
role by imitating the States of the latter, can be considered a
spectator possessing the [necessury] qualifications.

Assessors in & performance

62-61.These" should be known as spectators in connexion
with a drama.But there being any controversy (samghars)

62-64 (C.63-64; K.60-61). ' This is a very claborate arrangement
for judging in every detail the Success of a porformance.

THE NATYASASTRA [ XXVII. 85-

Costumes and Make-up (neathya).

55-56 (C.56-57; K.53-54). 'K. reads 55b as followe fastenanar

57 (C.58; K.55). 58 (C.59a, 60b; K.56).
59 (C.596-60a; K.57). ' samayabrite, C. (samayanvite, K.).
60-61 (C.61; K.58). ' K. omits 61a 61-62 (C.62; K.59).
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about the performance of individual actors, the following are the

(rajasevaka). Hear about them.

64-68. An expert in sacrifice will be an Assessor in the

trionic Representation, a prosodist in complicated metres, a
grammarian in a lengthy declamation, a king in connexion with
(personal] dignity, in dealings with the harem and in royal (lit.

his own) roles, the archer (suasa) in the Saugthava of the pose ;

and a painter is a very suitable Assessor of movements for saluta-
tion and other acts, of wearing clothes and ornaments, and of
Dresses and Make-up which are at the root of dramatic produc-
tion ; the courtezan will be an Assessor in matters relating to
the enjoyment of love, and a musician in the application of notes
(svara) and observance Time (tala), and an officer of the king in
[the matter of] showing courtesies. These are the ten Assessors
of a dramatic performance.

69. When there is a controversy among the persons
ignorant of the [Natya] Sastra they (i. e. the persons named above)
are to pronounce justly the faults as well as the merits [of
individual actors]'. Then they will be known as Assessors of
whom I have spoken to you.

70. When there oceurs any learned controversy about the
knowledge of the Sastra the decision should be made on the
testimony of the books (lit. Sastra).

69 (C.69). ' The significance of this rule seems to be that when in
judging a drama the common people (i. e. who are not acquainted with

the rules laid down in the Sastra) fail to decide, the specialist Assessors
mentioned above are to be called in. This passage is wanting in K.

70 (C.70). This rule seems to show that when the specialists in

theatrical practice differed, they were to refer to the Sastra or the

traditionally handed down rules compiled in books. K. omite this

passage.

66

Assessors praska) : an expert in sacrilice (yagnavt), an actor

(nartaka), a prosodist (chandovit), & grammarian (sabdavit), a king

(rajan), an expert in archery (isvastravit), painter (citravit),

courtezan (vesya), musician (gandhurva) and a king's officer

[ropresentation of| sacrifice (yajnayoga), an actor in general His-

64-68 (C.65-68). 'Emend istavak (C). into isuasa.
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Controversy about a performance

71. Controversy arises when the actors (bharata) have the

desire of mutual contest at the instance of their masters or for.

[winning] money and the Banner (patalia) [as rewards].

Procedure in deciding controversies

72. In course of deciding a controversy one should

observe [the performance of the parties] without any partiality.

The decision about [the award of] the Banner' should be according

Recording of Blemishes

73. Blemishes affecting the Success should be recorded with
the help of reckoners (gamilia) by these persons (ie. Assessors)
who are seated at ease, have clean intention, and whose intelligence
is [generally] relied on [by the public]"

Ideal position of Assessors in a performance

74. Assessorst should neither be too near [the stage] nor
too far [from it). Their seats should be twelve cubits (six yards)
apart from it.

75. They are to notice the points of the Success mentioned
before, as well as the Blemishes? which may occur during the pro-
duction of a drama.

Blemishes to be ignored

76. Blemishes which may be accidental (lit. caused by the

71 (C.71). An example of this is the contest between the two

* The Indian literary tradition records the feet of Bhasa's winning
Banners, possibly on the occasion of dramatic contests. Seo Harsacarita,
Introduction, 15.

* This stipulation may have the following forms: the Suecess in

producing any particular play, or any new play, or a new play with a

particlar do inating Sentiment will entitle one group of actors or its

leader to the award of the Banner. K. omits this parsage.

THE NATYASASTRA (88VIL. 71

to the stipulation made (panam Irl a)ª [beforehand].

natyacuryas in the Mälavi.

72 (C.72).'Read palakasamuyqvaharam (saryavahuram, C.).

73 (C.73; K.628). 1 K. omits 73a.

74 (C.74; K.62b-63a). ' Emend preksakaih into prasnikanh.
75 (0.76-77a; K.63b-644). 'ghats ca, K. for vàh kãt ca, C.

• 76 (C.776-782; K.64b-65a),
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gods)", the portents or the enemy are not to be recorded by the wise
[observers). But the Blemishes relating to the play" as well
as the Blemishes arising from [the actors] themselves® should
be recorded.

Procedure of awarding the Banner

i7. After mentioning him to the king the Bannar should be
given to a person whose Blemishes, have been reckoned as few
in number but points of the Success as many.

78. If expert actors are found to be of equal merit (lit.
work and quality) in the production of a drama, the Banner should
he awarded first to one whose Success? is greater, or in case
of cqual success? [of the two contestants] [the award should be
made] at the king's command*.

79. If the king has similar admiration for the two rivals,
then both of them should be awarded [the Banners]. With an eye
to all these rules one should provide [in the production of a play] for
the recitation, the [distribution of] roles and the Sentiments.

80. Thus cultured persons who are well-acquainted with
with the rules [of theatrical production] and capable of appreciating
merits- should sit at ease with an unruffled mind" and see to the
proper judgement® [in awarding the Banners].

81. The Assessors- are to point out (lit. take) the [measure

* ghata, K. (asta, C.). Blemishes relating to a play seems to be its
literary drawbacks. It is likely that in dramatic contests choice of defective
plays brought discredit on the contestants. * See above 2425.

' Depending on the vocal applause as well as the silent approbation of

C. ; K omits 77a and reads 77b with some variation.

" daivotpalasamuttha. K. (daivolpannasamartha, C.

77 (0.75; K.65b-66a).

78 (C.78b-79a; K.66b). ' Read bharatah prayogesu co.

spectators ?, sammasiddhav, K. (samasiddha, Co). "vajnayà nipateh,

79 (C.79b-80a; K.67s). ' K. omits 79b.

80 (K.68). ' Read gunadadhih for gunäaihih, K.
" Read suasthacittai for stasvacillaih k.
3 Road ayavaharah saman jasah for oyavaharah samañjasam, K.

81 (K.69). "Emend preksakait into prüsnikaili.
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of] achievement as well as the slightest of faults? which may relate

to the theory of theatrical production?

82. Hence producers' [of plays] should know [properly]

(gana), instrumental music (vanya), and the Costumes and Makc-

Co-ordination
83. Gestures (angu) which are simultaneously made in a

play in harmony with the different aspects of the arts in course
of the Dhruva songs and of dances" is called Co-ordination (sama).

81. When in course of the performance [of a play] Gestures
of different limbs major and ninor, are accompanied by songy
with proper Time (tala) and tempo (laya) and by the playing of
drums it is called Co-ordination.

Charm of Limbs

85. The position in which the chest is not bent', the

two arms are Caturasra and spread out (ajata)? and the neck is

86. And as for the remaining subjects? which are to be
mastered (sadhya)? by the actors (sauhaka) they have been
discussed before. But they are to look after the instrumental music

87. The Success arising from the Gestures and the various
Sentiments should be expressed out of joy through all the
signs (lit the places) of the same.

THE NATYASASTRA [ XXVIL. 82

about Co-ordination (sama), Charm of Limbs (angamallurya),
Recitatives (pathya), rôles (pralirti), the Sentiments (rasa), songs

up (nepatliya)?.

Añcita, gives rise to the Charm of Limbs (anyanailhura).

(vadya)®, the rôles (pralirti, lit. the origin) and the songs (yanu).

3 Road dusanathasam for dusanabhäsah, K.
¿ Read prayo pasamayásrilm for prayoga samayasritain.
82 (C.80b; K.70). 'prayoktrohih C. (prayatnatah, K..
* C. omits 82a). 83 (C.81; K.71), ' samantat, K. samartha,, C.).
• ahravana yaprayoge, C. (gitavaditrataleno, K.).84 (K.72).
85 (C.82; K.73), ' anirbhugnam, C. (sanirühugram, K.)
* 'srayalars bhujar, C. stakitaukaravo, K.
86 (C.83; K.74). ' These are puthya, rasa and repathya; see NS.

XIX., VI. and XXIII. 3 sadhyam. C. (preksyani, K.).
Read vadyam prakitayo panam for vadya-prakitayénginam, C.

and vadyam prakrta yo jharam, K. 87 (C.84; K.75),
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Suitable times for dramatic performance
88. Producers [of plays) should know the time (lale) for a

performance (cara), which depends on various considerations to
be (generally day and night'. Listen now when a performance may
take place during these two periods.

89.The performance in the evening, the midnight and the
dawn belongs to the night?

90. The performance in the forenoon and the afternoon
belongs to the day.

Time of performance according the subject and the Sentiment
91. I shall now speak how these times are suited to

[ditterent) Sentiments after mentioning the time (lial) to which
i performance belongs.

92. [The performance] which is pleasant to the ear and is

or mixed (vikota), should be held in the forenoon.
93. That which is rich in instrumental music, includes

the story of strength and energy, and curries [a chance of] abundant
success should be performed in the afternoon.

94. That which relates to the Graceful Style, the Erotic
Sentiment and is full of vocal and instrumental music' should
be performed in the evening.

95. The drama which relates to the magnanimity lof
the Hero], and contains mostly the Pathetic Sentiment should
be performed in the morning and it will scare away sleep.

96. The drama should not be performed in the midnight
or at noon or at the time of the Sandhya prayer or of taking meals.

97. Thus after looking into the time, place and the
basis (plot) of i play one should bring about its production
according to the States and the Sentiments it contains.

correspondingly,

samitsya du, K. parnadam in K. may be a wrong reading for parsadam
(assembly).

-XXVII. 97]

based on a tale of virtue (harma), whether it is pure (suldla)

88 (C.85; K.76) ' Read 880 as feathe tian Telal frava.

90 (0.86; K.78). 91(088; K.79). 92 (C.89; K.80).
93 (€ 90; K.21). 94 (C.91; K.82). I gilavaditrabhuyistham C.

wityavaditragituchyam. K. 95 (C.92; K.83) 98 (C.93; K.84).
97 (C.94; K.85), ' prasamiksya sasamérayan, C. but parmadam co
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Emergency performances are independent of time

98. But when the patron (lit. master) orders, the time and

place are not to be taken into consideration and the performance

should be held without any hesitation.
09. Proper Co-ordination (lit. co-ordinated production)

Brilliance (of Pageant] (samplillii, and actors capable of (good]
production ire the three [points of] merits [in a performance].

Qualities of an actor
100-101. Intelligence, strength, physical beauty, knowledge

of Time (tala) and tempo (laja), appreciation of the States and
the Sentiments, [proper] age, curiosity, acquisition [of knowledge
and arts], (their] retention, vocal music, dances, suppression of
stage-fright, and enthusiasm will be the requisite qualities of an

An ideal performance
102. That which includes good instrumental music,

good songs, good recitatives as well as Co-ordination of all dets
prescribed by the Sastra, is called an [ideal] production.

Brilliance of Pageant
103. Use of proper ornaments, good garlands, clothes and

proper painting or the Make-up [for the characters] gives rise to

The best performance
10t. According to the producers of plays the best (lit. the

ornnent) [of the perforinance] occurs when all these factors
combine.

105. Thus I have spoken to you properly of the charac
teristics of the Success. Now I shall speak to you about the
different branches of music (atodya, lit. instrumental music)'.

which treats of the Succegs in Dramatic Production.

treat of the theory and practice of the difforent branches of music, will
be published in the second part of the present work.

THE NATYASASTRA [ XXVII. 98

actor (patra).

Brilliance of Pageant (samaldu).

Here ends Chapter XXVII of Bharata's Nutyasastra,

98 (C.95; K.86). 99 (C.96; K.87). ' See below 103.
100-101 (C-97-98; K.88-89), ' strupatvam, K. (suarpatram ca, (').
102 (C.99; K.90). 103 (C.100; K.91). 104 (C.101; K92).
105 (C.102; K.93). 'The Chapters XXVI-XXXIII which
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Three types of character in a drama

1. Whether male or female, characters (pralirti) in general

[in a play] are of three types: the superior, the middling and the
inferior?.

A superior male character

2-3. A man who has controlled his sonses, is wise, skilled
in various ats and crafts, honest, expert in enjoyments, brings
consolation to the poor, is versed in different Sistras, grave, liberal,
patient and munificient, is to be known as i "superior" (uttamn.)

A middling male character

3-1. A man who is an expert in dealing with people, well-
versed in books on arts and crafts as well as in Sastras, has
wisdom and sweetness [of manners] is to be known as a "middling,

An inferior male character

5-7. A man who is harsh in words, ill-mannered, low-

spirited, of small intelligence, irascible, violent, can kill his friend,
can kill anyone cruelly, is treacherous, haughty in words, ungrate-
ful, indolent, expert in insulting the honoured persons, covetous
for women, fond of quarrel, doer of evil deeds and stealer of others'
property, is to be known as an "inferior" (adhama) character.
Similarly female characters too are of three kinds'.

A superior female character

8-10. I shall now speak in due order of female characters.
A womanwho has a tender nature, is not fickle or cruel,

CHAPTER THIRTYFOUR

charreter?.

(mailiyama) characters.

1 (C,1b-2a; K.XXIV.1). ' C. reads before this one additional couplet.
2-3 (C.2b-42). 'Emend bhagalaks into hhogadaksio.
3 Cf. K. XXIV. 86b-88a).
3-4 (C,4b-ña). ^ Cf. K.XXIV. 88b-89.
5-7 (C.56-7a). 1 Cf. K.XXIV. 89b-92a.
8-10 (C.8b-11a), ' Read smitabhasinga.
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speaks smilingly, is obedient to her superiors (guri)", bashful,

good-mannered, has physical charm as well as high birth, and other

natural qualitier, and is grave and patient, is to be known as a

"superior" (uttama) characters.

A middling female character

11. A woman who does not possess these qualities to a

great extent and always, and has some slight faults mixed with

them, is to be known as a "middling" (mail yama) character.
An inferior female character

12. Description of the inferior male characters will generally

apply in case of female characters of that type.

A mixed character

13. A hermaphrodite is to be known as a character of the
"mixed"" (samirna) and inferior type. Maid-servants and the likr

ae also characters of the mixed type.

14. The Jester, the Sakara' and all others like them in a
play, are characters of the mixed type?.

So much about the characters which may be male, female
and hermaphrodite.

The four types of the Heroc

15-16. I shall now describe their classes? according to their
conduct. Among those [characters], Heroes (nayaka) are known
to be of four classes, and they belong to the superior and the
middling? types and have various characteristics.

17. The Hero is described as being of four kinds : the self-
controlled and vehement (dhirodilhata), the self-controlled and

datta) and the self-controlled and calm (ahira-prasanta).

THE NArYASASTRA [XXXIV. 11.

light-hearted (dhira-lalita), the self-controlled and exalted (dhiro.

& Read gurunam vacane. s Cf. K.XXIV. 109-110a.
11 (11b-12a). 12 (120-138),
13 (13b-14a; K.XXIV.10b, 10x).
14 (14be; K.XXIV.11), * K,d, sakuras caiva cetás ca.
^ Read samkirno prakrtir for samkima natake.
15-16 (C. 15-16; K.XXIV.12ab. 2), I vibhagam, K. (vidhanam, C).
¿ madhyottamaram, C. (tatrottamayăm, K.)

• 17 (C.17; I.XXIV.3).
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kings are self-controlled and light-hearted (unralabita)', the coun-

and merchants are the self-controlled and calm (aliraprasanta) classes

of Heroes. To these again belong the four classes of Jesters.

The four types of Heroines

20-21. These are always the Heroes in dramatic works (lit.

poetical composition). I shall now speak of the Heroines who are

of four classes: a goddess, a queen, a woman of high family and

21-22. These may, according to their characteristics, be of

four types: self-controlled, (chira), light-hearted (Inlia), exalted

22•23. Goddesses may possess all these qualities, and
women of high family may be exalted and modest, while the cour-
trzans and the crafts-women light-heartel and exalted'.

Two classes of employment for characters
24. The characters [in a play] are of two kinds: external

(baluja) and internal (ablyantara)". I shall now describe their

tional (corrupt) couplets (C.20-23a) which may be tentatively translated
as follows: They (Jesters) are scrially [of two types]: lowborn and cultured.
They are to be attached to gods, kings, ministers, and Brahmins. And in his
separation [from the belovedl a friendly maidservant clever in conversa-
tion, who feels distressed at his misfortune should be attached to the king.
Among many (lit. in the multiplicity of) inale characters in a play,

the chief one is called the Hero. When in a play (lit. there) more [male

characters] than one meet the misfortune and get back the prosperity, thers

one whose conditions appear remarkable should be taken as the Hero.

* K. omits 24b.

•XXXIV, 24 ]

18-20. Gods are self-controlled and vehement (ahandchata),

cillors are the self-controlled and exalted (dhirodatta), and Brahmins

il courtezan .

matra) and modest (nabhyta)?.

charcteristics?.

18-20 (C.18; K.XXIV.4). syur dhirlalila nipih. K. (alitas tu
ni pah smortaly, C.).

20-21 (C.19; K.XXIV.5), * C. reads after this, three and a half addi-

21-22 (C.23b-24a; K.XXIV.6-8). * C. omits 20b-21 and reads 20a

as follows a nia la manafaw. We with K.

23-23 (C.24b-25; KoXXIV.8b-9), "K. reads 22b as follows fear-

24 (C.26; K.XXIV.12b), 1 Real prakiro drividhal smrlah

67_
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25. [The character] which has dealings with of the king

[only], is called internal and one who deals with the peoplo outsido

[the king's palace] is called an external character.

Female inmates of the harem

26-29. I shall now describe the classes and function of

women who live in the harem and have dealings with the king.

They are the chief queen (maha-der), other queens (eri), his

30-32. The chief queen (mrhales) is one who has been
consecrated on her head, is of high birth and character, possessed
of accomplishments, advanced in age, indifferent to her rivals, free
from anger and malice, and who fully understands the king's charac-
ter, has sympathy in his joy and sorrow, is always engaged in

propitiatory rites for the good of the royall husband, calm,
affectionate, patient, and benevolent to the inmates of the harem'.

Other queeng

33-34. Those [wives of the king] who have all these quali-

ties except that they are denied proper consecration', and who in

spite of being proud of good fortune, are enger for enjoying

affection", are always brilliantly dressed, jealous of their rivals and

splendid on account of their [young] age, physical charm and

[inany other] qualities, are called queens (devi).

p. 289,1. 14-18. This shows that kings in aucient times had a large num-
ber of wives. According to the Ceylon tradition Bindusãra had sisten wives

to the sixteen wives of his father-in-law Maliasena. *CE. Pali. natakitthi.

THE NATYASASTRA [88X1Y, 25-

high-born wives (seamini), ordinary wives (chaini), concubines

(blogind), craft: women (silvakarin,), actresses (naltya? dancers

(intaks), maids in constant attendance (anucarika), maids of

special work (paricarka), maids in con-tant movement (sancarika),

maids for running errands (pregant-carika), Mahattaris (matron),
old dames (sthavira) Ayuktikãs and (overseer), Pratiharis (usher),
maidens (cumari).

The chief quecn

25 (C.27; K.XXIV.13).

26-29 (C.28-31; K.XXIV.14-17), I stayini C, (sthapita, C). Cf. BhP.

(sco Barua, Inscriptions of Ascka, p.276). In Svapna. (VI.g) Udayana refers

30-32 (C32-34; K.XXIV.18-20). * Cf. BhP. p. 290. 1. 15-18
33-34 (C.35-36; K.YXIV.21-23) = salsamskürais tz C. (balumäna,B.)

* Cf. BhP. p. 290, 1. 19-21.
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High-born wives

30-36. Daughters of generals or of ministers or of any other

officers when they (i. e. their daughters) are elevated by the king

through the bestowal of affection and honour, and become his

favourite due to good manners and physical charm, and attain im-

portance through their own merits, are known as the highborn

Ordinary wives
37-39. Ordinary wives (sthayin;) of the king are the

women who have physical charm and young age, is violent [in
sexual acts], full of amorous gestures and movements, expert in the
enjoyment of love, jealous of rivals, honest, and who know the
mind of the husband, are expert in writing and painting, follow
the wishes of the king always, and are free from anger, sleep,
indolence and cruelty, [always] alert and ready [to act] and capable
of showing honour to persons according to their status.

Concubines
40. Concubines (bongini) to & king are known as well-

hehaved, gentle [in manners], not very haughty, and they are
indifferent [to rivals], modest, affectionate but not held in high

Women artistes
4142. Those women who are coversant with various arts,

skilled in various crafts, know the different branches of the art of
perfumne-making, and are skilled in diferent modes of painting,
know all about the comforts of beds and seats, and are sweet in
manners, clever, honest, pleasant-looking, distinct [in their words]

Actresses
43-44. Women who have knowledge of notes (sara), time- .

beat (tala) and caesura (metz) lin a song are associated with a •
master of the art (acarya), clever, skilled in acting (nalya), capable

analogous, See p. 290. 'C. omits this.

• C. omits 41.

X&XIV. 48] TYPES OF CHARAOTERS

wives (svamini)?.

honour.

honest and molest, are kuown as women-artistes (silvakarila)'.

33-36 (C.37-38; K.XXIV.23-24). 'K. reads 36b as 8494118991

mithf fr sital. BP, has nothing analogous. See p. 290.

37-39 (C.39; K.XXIV.25-27). * C. omits 38-39. BhP, has nothing

40 (K.28).

41-42 (C.40b-41a, F.XXIV.29-30).
13-44 (C.11b-42). .
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of speaking according to the occasion, have young age, and beauty

of form, are known to be actresses (nalaliya)?.

Dancers

44-48. Women who are expert in the representation of

Passion (helà) and Feeling (bhava), know [well] the representation

of the Temperament (satton), have sweetness [of manners], are

skilled in playing musical instruments, have beautiful limbs, are
conversant with the sixtyfour arts and crafts, are clever and always
bold, free from indolence, inured to hard work, capable of practising
various arts, and skilled in dancing and singing, and due to their
young age superior to all other women standing near by, in the
beauty of forn and in the brilliance of appearance, are known as

Maids in constant attendance
48-49. Women who do not under any condition leave the

king, are maids in constant attendance (amarika)'.
Maids of special work

49-51. Those women who are clever, skillful, regular, and
who know the art of making bed, serving wine and victuals, sham-
pooing, preparing and applying perfumes, decorating one with
ornaments and garlands, are lo be known is maids of special

Maids in constant move
51-53. Those women who [always] roam about in different

parts [of the palace], gardens, temples, pleasure pavilions, and strike

1 K's slightly different reading in trans, will be as follows : A woman
who knows to begin [a song] and to stop it, and the proper tempo to be
followed in it, can represent the Sentiments and the States, understand
other people's intention and hints, is obedient to the teacher, clevcr, expert
in acting, skilled in discussion, conversant with the playing of drums and
other musical instruments, is called an actress.

44-48 (C.44-45; 47; K33b, 83a, 34). 1K. reads between 47a and

170 an additional couplet.

49-51 (('48b-50a). "K's reading which is slightly different will
in trans, be as follows: A woman who is in charge of the king's um-
brella, bed and seat, and looks after the cooked food, shampooing, toilet,
wearing of ornaments and garlands is his maid of special work (paricar la.

THE NATYASASTRA [ XXXIV, 44-

dancers (nartali)'.

work (paricariia)".

18-49 (C.48a; K.XXIV.35). T C. omits 40a.

Cf. AS. II. 27, 11. 51-53 (C.50b-52a; K.XXIV.40-41).



the [bell indicating] the Yama' and are prohibte intercourse

by the playwrights, are to be known as maids in constant move

Errand girls

53-5t. Women who are employed by kings in secret

commissions connected with his love affairs and are often to

be sent [in some such work] are to be known as errand girls

54-55. Women who for the immunity of the entire harem

(from evils] and for [the king's] prosperity takes pleasure in

[singing] hymns [to gods] and in performing auspicious ceremony,

55-56. Women who lay before the king any business rc-
lated to various affairs (of the state] such is treaty (sundhi), war
(vigraha) and the like, are called Pratiharis (usher).

56-57. Girls who have no [experience of| love's union
(ratisamujoga) and are quiet, devoid of rashness, modest and bash-
ful are said to be maidens (lumari).

Old dames
57-58. Women who know the manners of the departed

kings and have been honoured hy them! and who know of the
character of all (members of the harem]? are said to be old dames

58-60. Women who are in charge of the stores, the weapons,
the fruits, roots and grains, who examine the [cooked food for [the
king] and are in charge of (lit. thinkers of) the scont, ornaments

1 yama=a period of three hours.
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(sancarila).

(presanacarika)?

Mahattaris

ae known as Mahattaris (matrons).
Pratiharig

Maideus

(uddha).
Tyuktikas

53-54 (C.52bc; K.XXIV.42).

* Read the passage as follows: iqù: andygn guagied: i sai
54-55 (C.53; K.XXIV.43).

55-56 (K.XXIV.44). 56-57 (K.XXIV.45).

57-58 (C. 54; K.XXIV, 48), ' purvanisivai pujital, C survarajasupujilah, K.). § saruincaritaja, C. (parvarijopacaraina, R.):
58-60 (C.55-57a; K.XXIV,36-37).
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and garlands and clothes [he is to use], and who have under them
many persons and are clever, are said to be yuktikas or Yuktikãs
(overseer). These are in general the women of the (royal] harem.

Qualities of women to be employed by the king
61-61. The qualities of those women who are to be

employed [by the king] should be as follows: they should not be
rash, restless, covetous and very cruel in mind; they are to be quiet,
forgiving, satished; they must have conquered anger and controlled
senses, they should have no passion; they are to be respectable,
free from all female discases, attached' and deroted? [to the king) .
and free from womanly pride?.

Others inmates of the harem
64-69. The hermaphrodites who constitute the third class

of characters, should be employed in a royal household for moving
about in the harem. But Snatakas', Kaneukins as well as

parts (ialisa) of the harem. Persons who are eunuchs or have
given up sexual pleasures should always be made the inmates of the

harem in a Nataka. The Snataka should be made to observe
Aryan manners. In errands relating to the polity the Kiieukin
should be employed, and in errands relating to love affairs

Nirmundas are to be engaged in sending out women and in any
place for the protection of maidens und girls?.

70. And maids in constant attendance should be employed
by kings in sending gifist to women [they love]; women well-
versed in all kinds of dance and in the use of different limbs [in
dance and acting, shoukt ve placed in the [royal] theatre?.

* K. omits €4a and reads the rest with a slight variation.

• C. omits 66-68 and K. 69b.

& K, reade between 70g and 70b the following tiTuftand fo

THE NATYASASTRA (88X1V. 61-

Varsadharas, Aupa-thayika-Nirmundas are to be placed in different

(iama ara) the Varadhuas are to be engaged. The Aupasthayike-

61-64 ((C.57b-60; K.XX]V 47-48). ' Here occurs an expression
nanipurse asamutthitch which cannot be explained.

* vanito-madavarjita, K. (sarra-dosa-vivarjilah, C.).
64-69 (C 61-63a; K.XXIV.50-54). I snatakal K. (karakäh, C.).

70 (C.644; B.XXIV.55). " Read danaköryesu for mana" (texts).

19919�4174.



71. Those women who have poor vitality and the eunuchs
who have the nature of women and are roiveless from birth are

72. Those eunuchs who look like males and have nothing

feminine in their nature and have no kuowledge of sexual acts are

73-74. Those who have learning, truthfulness, are free froin
the sexual passion, and have deep knowledge and wisdom, are
known as the Kañcukins. [When they are] Brahmins by birth,
clever, old and free from sexual passion, kings are always to
employ them to look after the needs of the queens.

75. There are the eighteen classes of inmates of the [king's]
harem. I shall now speak of persons who move about in public.

External persons

76-77. They are: the king (rajan, the leader of the army

councillors (saciz), judges (prad viralia) and the wardens of princes
liumarallikrta)s and many other members of the king's court

opined that the Karenkin should be a Brahmin, the author of the NS. did
not reengnize any such rule. Blasa too scems to follow him. In Dutava
(1. 5,9) the Kaneukiya falls at the feet of Duryodhans. So we may
infer that the Kañe. was not & Brahmin who could not degrade himsclf
by fulling at the feet of a Kgatriya. For later def. of the Kaüe. so NS.

* C. omits 73 and K., 74.

the same; according this later authority amilyz seems to beidonioni

and amitya are threo diff. fune ionarics, See II. 94, 95, 103.
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Tho Varsadharas

known as Varsadharas (sub-men).

The Nirmundas

called Nirmundas.
The Kañcuking

(senaputz),, the chaplain (purallues), the ministers (mantrin)s,

71 (C.646-65; K.X XIV.56). The reading is corrupt.

72 (K.X XIV.57). ' K. omits this.

73-74 (C.65b-66a; K.XXIV,58). ' Though the later writers have

XIII. 112-113 notog.
75 (C:66b-67a; K.X XIV,59).
76-77 (C 676-692; K.XXIV.60-61). ' AS. (I 8 and 9) distinguis!8

betwren amitya and mantren. Kamandakiya Nitisãra (VIII. L) als- doug

with sacson; see IV. 25, 3), 31. Acenrling to sukranti sacioo, mart:12

' Read kumaradhikrtas tatha for kumaraberlas tatha. K.



(sabhastara)": I shall speak of their characteristics, please listen

about them.

The king

78-9%. A king should be [physically] strong, intelligent,
truthful, master of the senses, clever, eloquent, high-minded, honest,
far-sighted, greatly energetic, grateful, sweet-tongued, skillful; and
he should take a vow of protecting his subjects and must know
how to divide duties [amongst his officers]; and he should be
always ready to act, alert, advanced in age and be an adept in the

Smrti and the Arthaästra literature, expert in detecting enemy's

weakness and the must understand one's mind from his appearance,
he should be magnanimous, well-protected, capable of taking logical
view of anything, and a patron of various arts and crafts, and an
expert in the Niti literature.

The leader of the army
82-83. One who is truthful and possesses a good character,

is alwaye active (lit. has given up idleness), sweet-tongued, knows
the rules regarding the wenkness of the enemy, and the proper time
for marching against him, has a knowledge of the Arthasastra and
everything about wealth, is devoted [to the king], honoured in the
society and has a knowledge of the time and place, should be made
the leader of the army (senapati).

81-85. Those who are intelligent, full of policy, heroic, sweet
in speech,, well-versel in the Arthasastra, attached to the subjects
[of the king and are followers of laws (tharma) should be
appointed Councill ors (amatya) by the king?.

some significant variation. On this se tho Introduction.

the minister (mantrin) expected here seems to be lost. See above 76-77 note.

and in trans, it will be as follows: The councillors (amitya) and the
I uninisters (mantrin) are to be characterised by the [tollowing] qualities:

they should besides being follow-countrymen [of the king] and devoted [to
him/, high-born, intelligent, honest, virtuous and well-versed in the Vedas

596 • THE NATYASASTRA [ XXXIV. 78.

Councillors

3 Read sabhastarah, K. for mangà inesù, C
78-82 (C.696-73a). ' K, NXIV.62-66 sucms to rend the passage with

82-83 (C.X XIV.67-68). ' The def. of the chaplain (purodhas) and

84-8 (C.73b-74). ' (K.YXIV.69-70a) reads the passago ditferently

(sruti) as well as in polity.



Judges

85-87. Those who know [well] about commerce and money,
are intelligent, conversant with many departments of knowledge,

impartial, followers of laws, able to discriminate between good
and bad deeds, forbearing, self-controlled, overcome anger, and
have the same respect for all people, are to be appointed as judges

Courtiers
87-90. The members of the court (sabhastara) should

be appointed after consulting the views of Brhaspati' who thinks
that the following are the qualities required for this office: they

should he always ready for work, alert, free from indolence,
undaunted by hard work, affectionate, forbearing, modest,
impartial, skillful, trained in polity and good manners, deeply con-
versant with the art of agrumentation and all other branches of
knowledge, and not affected by sexual passion and the like.

Next I shall tell you about the rules regarding the distribution
roles in a drama.

which treats of the Types of Different Characters.

princos (kumaradhiktla) expected here seems to be lost. See above 76-77.
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(padvivaka) by kings.

Here ends Chapter XXXIV of Bharata's Natyasastra,

85-87 (C.75-76; K XXIV.70b-72a). " The def. of the warden of the

87-90 (C.77-79; K.XXIV.72b-73, 74b, 75a). ' Read 89a, as fal aía
TiS: sHaW 14т (capadhyam-K. for cupikarmajnaih, K. °radikai-
thanam; K, for ravikalpanam, C.



CHAPTER THIRTYFIVE

DISTRIBUTION OF ROLES

1. I shall [now] speak of the distribution of roles in a

play or of the kinds of men by which different roles are to be

represented.

General principles of distribution

2. After considering together from their gait, speech and

movements of the limbs as well as their strength and nature?,

the experts are to employ? actors to represent different roles

[in a play]®.
3. Hence the selection of actors should be preceded by

un enquiry into their merits. The Director (lit the master) will
not feel difficulty in the choice [if such a procedure is followed I.

• After ascertaining their natural aptitudes he is to
distribute roles to different actors'.

The role of gods
5-6. Persons who have all the limbs intact, well-formed

and thick-set, who are full-grown (rayonvita) not fat or lean or tall
or lazy, who have vivacity, pleasant voice and good appearance,
should be employed to represent the role of gods?.

The role of the Raksasas, the Danavas ete.

7-8. Persons who are fat, and have a large body and
a voice like the peal of thunder (lit. cloud), furious looking

" K. reads 1b. with a slight variation.

s 2b. and the following thirteen couplets have been omitted by C.

8(K.3). ' Litorally, 'this will not bring weariness to tho intellect

at the Director' 4 (K.4). " This passage is slightly corrupt.

5-6 (K.5-6). * This seems to be comparablo to the Hellenic

conception of gods.

1 (C. K. same). I wibhogam (vinyasam, K.).

2 (C.2a; K.2). I sattuásilail, K. (sattvásila", C.)
* Emend gusted, K. into grajyid.

7-8 (K.7-8). / Cf. Bhatti, 11. 30.
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eyes and naturally knit eye-hrows should be employed to
represent the role of the Raksasas", the Dãnavas and the Daityas,.
for the performance of male actors [should be] in conformity
with their limbs and movements.

The role of kings
9-11. Actors (pharat) of the best kind, who have

beautiful eyes, eyebrows, forchead, nosc, lips, cheeks, face, neck
and every other limb beautiful, and who are tall, possessed
of pleasant appearance and dignified gait, and are neither fat
nor lean and are well-behavel, wise and steady by nature,
should be employed to reprepresent the role of kings and

The role of arny-leaders and councillors
12-13. Persons who have well-formed limbs, distinct

speech, are neither tall nor fitf, are heroic, skilled in debate,
eloquent, ready-witted and not deficient [in anything] should be
employed to represent the role of the leaders of the army

14. Persons who have brown eyes, long nose and who
are either short or tall in statures should be employed to represent

of the Vedas) and the like?.
The role of minor charaeters

15. In other cases too, similar dramatic convention has
been prescribed; roles should be assigned after considering the

latter's age and physical condition®.

16-17. For example persons who are slow-moving, very

dwarfish, hunch-backed, uncouth, odd-faced and fat, who have

9-11 (K.9-11). ' Kings, princes and army-leaders ete. which the

author had in view secm to have been of Indo-Iranian origin.

12-13 (K.12-13), ' This seems to mean a medium height Seo
above 9-11 note 1. * Amalya here seems to include mantrin (minister).

14 (K.14). I See above 9-11 note 4.

-88XV. 16] 689

princes (humara).

(senapati), and the councillors (amatya)?.

The role of the Kaieukin and tho Srotriya

the roles of the Kañcukin (armom-bearer), the Srotriya (master

15 (C.8; K.15). ' Read natyadharmi prosasyale.
' dosavasthanurupena K. (désavesanu" C.).
16-17 (C.20-48; K.16-17).



540

expressionless (lit. motionless) eyes', one eye blind", small chin

and low nose, ugly raiments, evil nature, deformed body and are

born of slaves should be employed in the role of slaves (vasa).

The role of fatigued persong

18. A person who is naturally thin, should be employed in

a play (lit. there) to represent the tired characters.

The role of persons without disease

A fat person should be employed to represent the persons

without any disease".

Special cases of assigning roles

19. If, however, such persons are not available the Director
(lit. the master) should exercise discretion toemploy [some one]
after a consideration of the latter's nature and movement as well
as the States [to be represented].

20. Such persons' natural movements whether good, bad
or middling should be regulated by a contact with the Directof
(lit, the master) and then they will properly represent [all]
the States?.

21. In other cases too similar dramatic convention has
been prescribed, and roles should he assigned to persons after
considering their native place (lest) and costume (nest)

The role of characters with extra or special limbs
22-23. In case of characters which have many ains, many

heads, and uncouth faces, and faces of animals including beasts
of prey?, asses?, camels, horses and like, the Diroctor (lit the

2 C. 6b and 7a seem to be variant of cach other. See K. 20a

which we accept. 1K. omits this.

THE NATYASASTRA [ XXXV. 18-

'Read vistabdhanetram for nistabdhancham, K. visysinelaram.", O.
3 künaksam, K. (karyanam, C.).
18 (C.ab-Ja; K.18!, 'talra srantesy, C. lapah) rünte K.
3 hyarogesu pra", C. mupayogesu, K. 19 (C.5b-68; K. 19).
20 (C.6b-7b; K.20ạb.). 'tathe caryayogera. K. (tathis canyayo-

gena, C.).

21 (C. 8).

22-23 (C.9-10; K.XXVI.13b-15a). I suapadavakias ca, K. svã-

padasimhás ca, C.

= Kharostrus vinanus tatha K, khasostra varanas latha, C.
• 24 (C.11; K.XXV1.15b-168),
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master) should, according to his discretion, have the masks (lit.

them) made by means of clay, wood lac and leather.

The first entry of a character

24. After concealing his identity (lit. his own forn) by

means of painting and make-up one should enter the stage in his

The result of proper impersonation

25-26. If in the production of a play a person is to be
assigned a role which fits in with his nature and physical form,
then he [very naturally] represents it (lit. renders his States).
(He will bej like a man who renounces his own nature together
with the body, and assumes another's nature by entering into
the latter's body.

The psychological proparation for impersonation

27. Thus after thinking within himself that "I am he"
a wise actor should represent the States of another person by
speech, gait, movements and gestures'.

Three kinds of impersonation

29. Human characters according as they ae represented on
the stage [by actors] fall into three clusses: natural (nurupa),

The natural impersonation

29. When women impersonate female characters and men
male characters, and their ages are similar to that of the characters
represented, the impersonation is called "natural" (rupa)'.

The unnatural impersonation

30. When a boy impersonates the role of an old man,
or an old man that of a boy, and betrays his own nature in
acting, the representation is called "unnatural" (virupa).

^ The implication of this is not elear.

variation.

-XXXV. 30 ]

natural State (Uhava)!.

unnatural (rivive and imitative (ravanusarini).

25-26 (C.12-13; K.XXVI.16b-18a), ' prayoiyam, K. prayk2112, 6.
Cf. NS. XXIII. 79.

27 (C.14; K.XXVI.18b 19a). * A very practical instruction.

28 (C.15; K.XXVI.1).

29 (C.17; K.XXVI.2). 'C. reads 38 before this with & slight

30 (C.18; K.XXVI.3),
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Imitative impersonation

31-32. When a man impersonates a woman's characterI

the impersonation is called "imitative" (ruvanusarin). [Following
this very principle] a man's character may, at one's option, be
represented by a woman. Butin cases of such an inversion of
roles (lit. mutual efforts), one should see that persons employed are
neither old nor ugly (lit. should make them old or ugly).

Suitability of women in some roles

33-35. Characters of delicate nature? are always? to be
represented by women, and hence& such roles of gods and mortals
[ure mostly to be represented]* likewise. [For] just as among
the gods (sarge) drama depends on [females like] Rambla,
Urrasi and the like, similarly among the mortals (manue lolce)
too the same rule holds good in the harem of kings. And
[hence] teachers (acarya) should instruct women [in acting]
according to the Sastras.

35-36. As amorousness (vilasit) is natural in women
they possess likewise naturally graceful limbs which are casily
accessible to the Sausthava. But the men's Tolling (alita) should

Training for women in different roles

37. A good Director (lit, wise man) should not get women's
roles supervised by himself (syayam). But masculine (lit.
production depending on men when assigned to women should
be carefully directed (by him.

Result of proper assignment of roles

38. Roles assigned to persons of various nature, and age,

* The trans. is tentative.

THE NATYABASTRA (XXXY. 81-

depend on decorative moveinents (alanliara).

31-32 (C.19-20; K.XXVI,4-5). ' As in the Shakespearian stage.
Ag. (p. 502) explains bilisa as virupa (ugly).

33-35 (C.21-23a; K.XXVL6-8), ' bhumikam sukumoram, C. bhu-
pistham, K.) ' nityam, C. villam, K. ¿ atyartham C. ityartham K.
minusinam, C. prakriinăm, K. * Cf, Vikram.' II. (Viskanbhaka).

35-36 (C.24b-25; KXXVI.12-13a).. 1 Sce NS. XI. 98-91.
37 (C.26a, 56c; K.XXVL10a-11b).
38 (C.16; 26b; 'K.XXVLl0b-lla).
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who depend on natural limbs will very much embellish a
dramatic performance.

Result of employing women for acting

39. Dance and music (samgita) without fatigue is always

[considered] a quality in women, and a dramatic production attains?

partly the sweetness and partly the strength due to this".

40. A woman who is an adept in the practice of love
and is an expert in [representing] love-affairs appears through

her graceful acting on the stage (natyavilasa) like a creeper
full of various charms on account of its [many] flowers.

41. Hence [a Director] should always bestow undivided
ittention to the [women's] exercise (vogya) [in dance and music].
For without such an exercise the States, the Sentiments and the
Sansthava cunnot be produced [by then] in the least'.

The two types of drumatic production

42. The production of a drama which includes many
States und Sentiments is of two kinds: delicate (sukumara) and

The dolicate type of production

and the Anka are known to be of the delicate type?. For they
depend [for their production on the impersonation of] human
beings only.

40 (C.28). ' This shows the bonefit of engaging actresses. The
employment of boys to represent women on the stage was considerably i
handicap with Shakespeare in depicting female characters. On this see
"Shakespeare's Dramatic Art" (p. 54) in A Companion to Shakespeare
Studics, Cambridge, 1946. K. omite this.

41 (C.29). ' Ko omits this. This passage seoms to show the high
standard of acting in the ancient Hindu theatre.

-XXXV. 18] IN ME FORES

violent (avutdhu.

13. The Natuka, the Prikaran, the Bhan, the Vithi,

'Read this couplet as follows: graemalaa

39 (C.27; K.XXVI.9), ' bhajale; K, (bhavali, C.). Road notyam
prayoge ca for natyam provogeno, C. K. " The passage is corrupt.

42 (0.30; K.XX VI.20, XIII.44), " Sec NS. XIV. 56.

13 (C.31; K.*XVI21, XXI.42), ' See NS. XIV. 61.
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11. This delicate type of production is pleasing to kings.
Hence plays of this class when they are found to posses [chiefly]
the Erotic Sentiment, should be produced by women [only, for
the enjoyment of kings]'.

45. The play in which there occurs violent fighting, great
speed [of movement] and much excitement, should be enacted not
by females but by males.

46-17. If a play includes ordinary (lit. not exalted) inci-
dents and no hurried or violent movement of limbs, and requires

the observance of proper tempo, Time and regulated utterance of
syllables and of well-seperated words, and does not abound in all
the eight Sentiments in their exuberence, then it may be made to
be produced by women".

The violent type of production
48-49. The play which requires energetic (andha) Anga-

hars' to represent cutting, piercing, and challenging, and includes
[a representatation of] the use of magic and occult powers as well as
artificial objects and costumes, and has among its dramatis per-
sonde many males and small number of females who are of quiet
nature, and mostly the Grand and the Energetic Styles are applicd

in its production, is of the violent (aviddha) type.

50. By the expert producers, the plays of the Dima, the
Sanavakara, the Vyayoga and the Thanga classes are known
to be of the violent type.

51. Production of plays of this type should be made by
[an impersonation off gods, the Danavas and the Raksasas who
ure majestic, and endowed with beroism, energy and strength.

* C. omits these two couplets.

THE NATYASASTRA ( XXXV. 11.

44 (C.26; K.XXVI.22). ' An instance of such a play occurs in

Priyadarika, Act. IlI. 45 (C.32; K.XXVI.23).

46-47 (C.33a; K.XXVI.24-25).'Read anastarasa-bahulam for

- inislarasakahalam. K.;
48-19 (C.33-34; K.XXII.45-46). ' Read yac caviddhangaharant

tos sa cavidyangabhavas i, C. latra viddhängaharam tu, K. See NS.
•XIV. 37-8.

50 (C.35; K.XIII.47), ' Read 50b as etingäviddhasaminoni, K. etc.

See NS, XIV. 59. 51 (C.86; K.XIII.48). ! See NS. XIV. 60.
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52. Thus one should assign roles of different chareters in

the production of a play. Now I shall speak how the drama is to
he produced with the help of the Costumes and Make-up.

The typical impersonation of a king

33-55. How are the kingly qualities to he repiesented by
a limited number (alpa) of dresses" Tu this connexion it has been
said that when the dramatie conventions came into being among
the people, the drama furnished with all these, was devised by
me. And hence the actor (nuta) covered with puint and decorated
with ornaments will reveal the signs of kingship when he will
nasume a grave and dignified attitude. And thus a person will
be [as it were, the refuge of the Seven Great Divisions (satania)
of the earth.

56-57. Covered with paints [in the role of i king and
having mild movement of the limbst the actor under instruction
of the teacher should assume the Snusthava pose, and then he will
look like a king, and [orlinarily] the king also looks like an actor?.
Just as the netor is to be like i king, so the king is to be like
an actor?.

58-50. The States are to be represented (lit accomplishcal)
hy the both by means of similar graceful movements and
the similar Sausthava of limbs. Just as an netor under instrue-
tion of the teacher illuminates the stage, so the king too should
always be naturally brilliant [in his dress and demeanour].

(santam) in place of karlavyam in the next homistich in K.).
* This is a very elever statement. The king though he is nothing

but an ordinary human being, often assumes consciously or unconsciously
an extraodinary appearance. 3 See above note 2.

69

•XXXV. 57 ]

-..
52 (C.87; K.XXVI.26a).

53-55 (C. 38-40; K.XXIV, 76-78), *gimbluryaudarya K. gim-
biryaharya°, C.

56-57 (0. 41-42; I.XXIV, 79-80), 1 The 56 should be ciended
as follows: quanahe ma aragina cantaia ane ma, C). natal.

58-59 (K.XX]V.81-82n), ' samalilungasanstharat (text, vi for giot).
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Impersonation of the altendants of gods

59-60. The attendants of gods should be made like those
of kings, and in the drama they are to be given the costume, the
language® and movements suitable [to their character].

60-01. The producer should give to the actor the natural
appearance of a character by giving him [suitable costume] and ly
associating him with suitable age through the make-up.

61-62. Thus one should make a selection of persons for
representing kingly manners, I shall speak hereafter of the qualities
desirable in producers.

The charactoristics of a Director

In this connexion, I shall speak of the qualitics of a Director.
An numeration of his qualities will constitute these characteristics ;

they are: complete refinment of speechi, knowledge about the Tila;
rules for timing of songs, and of the theory relating to musical
notes and to the playing of musieal instruments'.

63-68. One who is an expert in playing the four kinds of
musical instrument, well-trained in rites preseribed in the Mistras,
conversant with the practices of different religious sects and with
polity and the science of wealth, expert in the manners of courte-
zans, and in poetics", knows the various conventional Gaits" and
movements, throughly appreciates [all? the States (bhara) and the
Sentiments (rasa), is an expert in producing plays, acquainted with
various arts and crafts, conversant with the rutes of prosody and
the metrical feet, and is clever in studying the clifferent Sastras
acquainted with the science of stars and planets and with the
working of the human body, knows the extent and customs of the
earth, its continents and divisions, mountains and people, and the
descendants of different royal lincs?, is fit to attend to the Sastras
relating to his works, capable of understanding them and of giving

"K. reads tho
pros po wage differently.

THE NATYASASTRA [ XXXV. 59.

59-60 (C.43; K.XXIV. 82b-83). ' divyinom, K. dravyanã, C.).

60-61 KXXIV,83b-84a). ' This passage seems to be a variant of 25.
6)-63 (0.44 and prose; K.XXIV.84b and prose).

6: 44-(0.45-50; K.XXIV 93-98), 'konyasastra. K., komasastra, C.

i s' gal pracura, K. gitapracãra, .):
& prasitivit, K. prosulivan, C.
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instruction (on the subjects]; should be made a teacher (acarya)

The natural qualitics of a Director
69-71. Now listen to me speaking about the natural quali-

ties [which he should possess]. He should be possessed of memory
and judgement, be persevering, dignified, poetical, free from diseases,
sicet [in his manners, forbearing, self-possessed, speaking sweet
words with a smile, free from anger and greed, truthful, impartial,
honest and resourceful (pratimanta). These are his natural
qualities.

Characteristics of all Assistant to the Director
71-72. A person of the middling type who has slightly less

number of qualities than that the Director is to possess, should
be known is an Assistant (pariparsvilia) to the Director.

Characteristics of an actor

ressed of good physique, acquainted with theatrical accessories ind
their uses, possessed of [good] memory, conversant with the rules
(of the theatre] and an expert in his own work'.

Characteristics of the I'arasite
73-74. Possessing the qualities which the Director (sati-

har) has with regard to the theatried production' the Parasite
(rits) should be in expert in dealing with courtezans, sweet-
tumpered, impartial, poetic, capable of sceing the pros aund cons
in any argument und be eloquent and clever.

Characteristics of the Sakara
75. The Saküral who is to change his nature often will

* The position of the Director' (sutradhara) secms to be comparable
to that of regisseur. See Th. Komisarjesky, The Theatre, Loudon. 1935,
pp. 15, 18, 19.

The Theatre, p. 20,

see Keith, Skt. Drama, p. 69.

-XXXV. 75]

and a Director (sutrailiar)%.

72-73. An actor (nuta) should be livoly lit. bright, pois

---

69-71 (C.51-536; K.XXIV.99-101a).
71-72 (C.53b-542; K.XXIV.101b-102a).
72-73 (C. 546-55a; K.XXIV. 102b-108a). 'Ct. Komisarjersky

78-71 (C.55bc; K.XXIV.103b-104). 'Emend guaktil sarda ena
proyoginal into yuktah sarva eva provoge co.

75 (C.56; K.XXIV.105).Sometimes commeted with the Sinkisy
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generally be dressed with gaudy (lit. brilliant) clothes and orna-

ments, and will be angry without any reason and be pacifed like-
wise, and he will spenk the Magadhi dialect.

Charactcristics of the Jester

76. The Jester (ridesala) should be short in stature, hunch-
backed, twice-born?, bild-leaded and twany-ayed.

Characteristics of the servant
77. The servant (cota) should be fond of crafts (lala), gar-

rulous, uncouth in form, using scents, expert in distinguishing
between persons who are to be honoured or not to be honoured

Characleristies of the courtezan
78-91. Thus I shall now speak of the nature of female

characters who have [many] natural as well as acquired (lit. other J
qualities, The courtezan (yanilia) should be skilled in acting
and have the following qualities: she should be always engaged in
attending teachers [for leurning) and in the application of the art,
and be endowed with sportiveness, Emotion (hara), Feeling
(bhara), Temperament (saltz), good manners, and sweetness,
and be acquainted with the sixtyfour arts and crafts, expert in
dealings with the king", free from female discases, and should have
sweet and cudeing words, and be unreserved, clever and uncon.
quered by fatigue?

Characteristics of the typien Heroine
. A woman with the following qualities should be

made the Heroine: she should be endowed with a good physical
form, good quilities, character, young agc, sweetness and strength,

und she should be shining, tender, sweet, uttering charming words
with a lovely voice, not unsteady (lit, perturbed) in the exercise

(yonga) and should be conversant with tempo (laya) and Time
(tale) and the Sentiments.

TIE NATYASASTRA [xXXV. 76-

SI-S3.

# 76(0.57; K.KXIV.106), 'carijannus, K. driügher, C.77 (C.58; K.XXIV.107).
78-81 (C.50-6.3; K.XXIV.109; 111-113). * C. omity 78 (K.XXIV.

lus?. "rijupairakusali, C. miltopacorakasala, K.
"K. reads doo acclitional couplots before 79.

81-51 (0.6% 0d; KiNXIV.11-4-116), 3053468612, C.(bhundaughais.

1
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Women disqualified for being Heroines

$3-85. But women with the following charcteristies should

not be made Heroines (praliti, lit, character) in a play:
smiling on wrong occasions", having violent gaits and efforts,
persistent unger, being always haughty and unreserved and unruly
[in their manners], havi g all kinds of diseases and lacking garlands
and scent [to adorn their body].

Members of the typical theatrical party.

80-98. I shall hereafter speak of different members of the

of their following Bharata (the author of the Canons of Druma)'

maker of head-gears (mintalar)s, the maker of ornaments* and

O Brahmins, by their names.

• 88-89. As he conducts' the [performance of al druma by
acting in many roles and by playing many musical instruments

called Bharita or a member of the theatrical party.

Characteristics of the Jester

89-91. One who betakes himself to various places (lit.
shelter) connected with the movement of all kinds of characters and
creates [thereby) pleasure for them and sometimes takes shelter

• See note 5 above.

XXXV. 89 1

theatrical party (bharata). [They are :] Bharats (ators) becanse

the Jester (cutestal)", the musician (laniet), the actor-dancer
(ille, the Director (satialhara), playwright (nahjalara), the

girlunds, the dyer (rajulia), the painter (citraliara) the craftsman
(iarm)i, artistes (sipin)e, and Kuslavas' who are to be known,

and by providing muny houschold aucessories (upakarane) he is

83-85 (C.64b-662; K.XXIV.117-118). ' Read 85a as da faur a artai
3 asthana; K. (asthüna", C.).

3 tabh canibhitodbhati K. (f. m); ladio tu nibhitudbhati, K.
lathodvittodbhali sadis, C.

85-88 (C.66b-69a; of. XXXV.21-22). 'O. reads 8õa as followa:
2 вальтіро, К. (калтіко, К.),

"Red muskulakirakkal for kulakirkah, (.
" Road lathubharana for lathaharano, C.
•aira: darnia, falan: yawnied: in Nayacandriki on AS. nnte,

1. 97. 'kuntliavas ca, C.
88-89 (C.69bc; K.XXXV.23). ' Read wildhared for zldhiro, K. C.

*89-91 (C.70-71; K.NXXV.24-25), ' 89-91 seem to be corrupt .
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with women [for the same purpose] and who is ready-witted,
a maker of funs, and whose speech is always connected (lit.
adorned) with the disclosure of extremely humerous ideas, is

Charactoristics of the master-musician
91-92. One who is an expert in playing all kinds of musical

instruments and has taken [specially] to Turya, is called Turapati',

Meaning of the word 'Nate'
93-93. The meaning of its root malt is to at (lit. acts), and

hence, as he acts (represents) the affairs of men with the Sentiments,
the States and the Temperament, he is Lealed an Actor (mat)'.

The Benediction delived
93-05. As one addresses by it the people with sweet words

uf blessing and auspicious ceremonios, it is called the Boneliction.
Because in the performance of a drama one speaks through it
in many ways of the welfare' of people by means of reling
prayers in Prakrit or Sanskrit, it is called Benciliction".

Characteristics of the Director
95-96. One who knows from the instruction of the Sastra

the principles (sutra) of songs (ramd), instrumental music (vala)
ind the Recitatives, [and all these] in conformity with one another
is called the Dircetor (sutralhara, lit. holdor of principles).

Characteristics of the playwright
96-97. As one assigns (in a play] the different States

together with the [different] Tumperaments to ditferent characters,
one is called the play-wright (nalyaliare)

* These two def. of the Benediction (mundi) seem to be out of place
herost l'or the other def. see NS. V. 24-25; 107-113.

3 His duty was to compose a play on any given theme. He, is

THE NATYASASTRA [ XXXV. 91-

called the Jester (videsna),

Turyapati or Tauripa (master-musician).

91-92 (0.72; K.XXXV.26), ' strapati, C. for turapali, K.
92-93 (C.73; K.XXXV.27). ' For another dct. see below 97-93.
98-95 (C.74-75; K.XXXV.28-29). - nanyo, C. for mindyo, C.

' 95-96 (C.76; K.XXXV.30).
96-97 (C.77; K.XXXV.31). ' Real bhumi-vikalpam for vikalpo, C.

mikalpaiti, K.

somparable to 'ports' employed by Elizabethan thoatrical companios.
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Characteristics of the Actor.

97-98. Any one who cin act (lit. perform) a play according

to the rules for the application of the four kinds of music, is called

Characteristies of the Actress

98-99. A woman who knows about the playing of drums

the tempo, the Time and is able to create the Sentiments and is

beautiful in all her limbs, should be made an Actress (natalia)".

The maker of headgears

99-100. He who makes masks and various special
dresses together with head-gears (sirsalia = pratisiralia) suited to
(lit arising from) the various characters, is called the maker of

The maker of ornaments

100-101. One who makes ornaments according to various
rules is called the maker of ornaments (ahharanalt) ; [each of
the makers the different ornaments] is to be designated according
to the name of the material he uses.

The maker of garlands

101-102. He who makes five kinds of garland is called

The costumer

And he who deigns costumes is called the costumer

The painter and the dyer

One who knows painting, is a painter (citraliara), and

from his knowledge of dying (ranjana) i person is called a dyer

1.4.7.

is not apparent.

New Indo-Aryan in the sense of 'washerman'.

•XXXV. 97]

an Actor (nata).

headgears (mukatakara).

the maker of garlands (maly alind

(resaliara.).

(rujulia)1.

97-98•(C.78; K.XXXV.32), 'K. reads 9815 dege ductus sena a
98-99 (C.7";,

1K. omits this, The word malaid (=taliy) am in tratima,
99-100 (C.80; R.NAX V.011.

100-101 (C.80; K.XXXV 34). "The signitrance ot iis dialoger, i

101-102 (C.82-83a; K.XXXV.35-362). * 'fli
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The craftsman

103-104. One who fashions different objects out of

lac, stone, iron and wood, is called a craftsman (lin).

He who knows the principles of applying the different.
branches of instrumental music (atolyn) and is an expert in
in playing them, and who is besides clever, refined (arndal,
free from sickness, is called the Kuslava.

The other members of the party

104-105. The man who takes to an art (supil, a profession
or a practice and has himself nequired proficiency in it, is called
by its name.So much about the communities (latz) known in

connexion with the rules of theatre as the Natas who relate to
various accessories [needed] in the production ofvarious types
of plays.

106. I have spoken about the assignment of roles and
about the producers of a drama according to their function, and
have delivered the Canons of Drama. Please inention, O sages,
what more is to be said now?.

which treats of the Distribution of Roles.

The etymology of kuxilava has very much exercised the ingenuity of
modern scholars. See Keith, Skt. Drama 1. 30

the Nata community play drums, make dolls Mowr-garlnds, and print
pictures.

THE NATYASASTRA [ XXXV. 103-

The Kusilava

Here ends Chapter XXXV of Bharata's Natyasistrn,

103-104 (C.83b-84; K.XXXV.36b-37). *K. reads 10d differently.

104-104 (C:85-86; K. XXXV.39-30) ^ Iven now-a-days the people of

106 (C.87). ' K. omits this.
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THE DESCENT OF DRAMA ON THE EARTH

Sages question

1-2.Being pleased, the sages again spoke out of curiosity

to the omniscient Bharata as follows: "The ancient Natyaveda
which you have recounted, has been properly comprehended by us
listening it attentively?

*, (But] you, revered sir, should also satisfy (lit. explain) any
[further] curiosity (lit. doubt) we may have in this matter. For
who else can speak definitely about the Natyaveda?

4-5. We shall enquire from you [more] abont the drama for
our enlightenment and not out of distrust or rivalry or jealousy.
We did not speak earlier (lit. then) lest it should interrupt you then.
So spenk to us exhaustively about the mystery of the drama?.

6. You have said [alreadyl that exploits of the people
constitute the drama; hence you should sprik definitely about
the rest of things about the people, which are still unknown

7-D. O the best Brahmin (lit. the bull of the twice-born)
tell us about the character of the god who appears in the Prelimi-
naries. Why is he worshipped, and what does he do when
worshipped (lit meditated upon)? Are gods pleased with it, and
what do they do on being pleased? Why does the Director

1-2 (C.6-7; K.1-2), 'C. reads before this five couplets, giving the

seem to be an interpolation.

70

(lit. hidden).

names of the sages as follows: Atrey.,, Vaistha, Pulastya, Pulala, Kratu,
Aigiras, Gautama, Agastya, Manu, Tyu«, Aruvat, Visvamitra, Sthulasiras,
Samvarta, Pratimardana, Usanas, Brahaspati, Vatsa, Cyavana, Kasyapa,
Dhruva, Durvasas, Jamadagni, Markandeya, Galava, Bharadvaja, Raivya,
Valmiki, Stulaka, Kanva, Medhatithi, Kusa, Narada, Parvata, Susar-
man, the two Ekadhanvins, Nisthuti,Bhavana, Dhaumya, Satanda,
Artarrana, Jamadagnya Rama, and Jamadagni Vumane. These horver

3 (С.8; К.3).
4 (0.9-10; K.4-5). 'K. reads 5b an follows: gaY safE Me

6 (C.11; K.6).
7-9 (C.12-14; K.7-9).
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being himself clean, perform ablution again on the stage?' How,

O lord, the drama has come (lit. dropped) down to the earth from

heaven? Why have your descendants been known as Sudras ?"a
Bharata's reply

10. Bharata said, "I shall tell you, O men of excellent vows,

the inner menning of (lit. confidential) the story about the Prelimi-

naries. Listen it properly.

The Preliminaries and their uses

11. The Preliminaries have been deseribed by me in conti-

nuation of whatever I have said [carlier] about the destruction of

obstacles?.

12-16. Just as the body is covered with armours for
warding off missiles", so the sins of all kinds are checked by
Homa®. After I have thus destroyed the obstacles and warded off
sins by worshipping the gods with Japa, Homa, words of ndora-
tion and blessing, and songs about their deeds and attitude, the
playing of all musical instruments and the [sweet] sound of [other]
songs* [as well], they (the gods) being pleased with the singing of
the praise said, 'We are exceedingly delighted with this performance
of yours; as it pleases the people after pleasing the gods and the
Asuras, this performance will be called the Benediction'.

17. The region which is resounded with music [vocal and
instrumental] and in which speech with charming intonation can be

heard (lit. arise) will destroy [all] evils and will bring prosperity.

18. As far as the space is filled with the sound of musical
instruments, so far there will stay there no Rakasas or leaders

19. In marriages of all kinds and the sacrifices performed

" Ser. Nb. V. 80-83. 3 K. omits lb but reads 9b which is lacking

THE NATYASASTRA [XXXVI. 10.

(vinayaka) of VighnasT.

in C. 10 (C.15; K.11). 11 (C.16; K.12). ' Sec NS. V.
12-16 (C 17-20; K.13-17). ' dariravaranam, K. sariracaranam, C.
3 Sastranim, K. (sastranam, C.). 3 hulenaiva, K. (smilenaiva, C.
gilasvanena ca, K. gitasvamini co, C.). 17 (C.21; K.18).
18 (C622; K.19). ' Read 18b as a trafa lo calf a a fanfarian:

A trafe to cafe d lu a faman: R., araint ta fafar a a fanfaranti, C..
• 19 (C.23; K.20). ' avishe cre vivishe co.
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for the prosperity of the king, the ferocious beings will make

themselves scarce on hearing the sound of the Benediction.

20. The instrumental music, or the drama? or the songs

together with the instrumental music, will be equal [in importance]

to the exposition of the Vedic hymns?.

21. I have heard from the goul of gods (Indra) and after-

wards from Samkara (Siva) that musit [vocal and instrumental] is
superior to i bath [in the Ganges] or Japas for a thousand times".

22. The places in which there occur the instrumental music
and dramatic performance', or the song and instrumental music,
will surely never know any kind of inauspicious happening.

23. Thus I have devised the Preliminaries as a ceremony
of adoration for worshipping the deities with laudatory verses and

The ablution of the Director on the stage
2t. As the head? becomes fatigued by bowing on the

stage, the rule permits the Director to bathe it with water?.

25. After the ablution the Director should worship the
Jarjara with Mantras. All this has been said in connexion of the

Preliminaries. This is the reason for the ablution.

* This seems to show that in the begiuning, the carly Vedie people
wore not favourably disposed to the dramatic porformance. For more
on this see the Introduction.

3 above.
* This seems to indicate that not only the early Vedie people who

cared little for the asceticism, but other religious sects as well, did not
favour the dramatic porformance. This may be the r'cason to put the thea-

trical performances which included music above the religious practices of

such sects. For more about this sec the Introduction.

connected with a particular religious cult.

*C. omits 24b. See below 25 note.

•XXXVI. 25 1

Mantras.

20 (C.24; K,21), 'natyam, K. (rules, (.).

21 (C.25; K,22), ' Cf. 20 note.

"nalyasya, K.

28 (C,27; K.24). ' This scems to show that trand we nigo

24 (C.28a; K.25). 'Read siras tr for sirase !" situm liad, K.

25 (K.26). 'C. omits this this. See NS. V. Iu-85.
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26. I shall now tell you in detail how the drama came (lit.

dropped down) to the earth from Heaven, for I am unable to

withhuld anything from you.
Bharata's sons offended the sages by caricature

27-29. All these sons of mine? being intosicated with [thu
knowledge of] the Natyaveda tired the entire people with the Pi.
hasanas? connected with laughter. In course of time they devised a
play (lit. it)® which treated the indulgence in vulgar passions. And
by them was produced in the assembly of the people i drama (lit.
poem) which was unacceptable, full of wicked deeds, inspirer of
vulgar passions", cruel, unworthy of any praise and in which they
caricatured the sages" by means of buffoonery (bhanda).

The sages curse Bharate's sons

30-31. On hearing this, the sages were extremely angry
and excited, and spoke to them (sons of Bharuta) burning them as

it were [with their words], 'O Brahmins, it is not proper that we

should be thus caricatured. What is this insult [for], and what
is your intention

32. As, due to pride in the knowledge [of the dramal
you have resorted to arrogance (nunana) your evil knowledge
will get destroyed.

126b which is fragmentary in K. should be

C. gives only the the eecond half of 26b. as its 28b.

* This seems to indicate that the enrly Indien theatre sometimes
resorted to ser-appeals just like the cinanctographic shows of the
modern times.

* In this caricaturing there might have been some justification. See
A XX. 103-104 and notr. All this may be said to show clearly that
the diama as au instrunent public criticism was recognised very early.

THE NATYASASTRA [ XXXVI. 26

26 (C.28; I.27).reconstructed and mended is lw�
27-29 (K.28-30), ' mamaite lanayeh; C. for sarvametal tvaya, K.
' Read sarvalokam prahasanuir for sarvaloka-prahasanair, C. K.
¿ Read spakarma samachyah! for silpakarma mamabhyadhat, C.

'Finam nyaigakaranam, K. for rinam augakaranam; C.

30-31 (C.32-33; K.3 L-32).

32 (C.34; K.38), ' ya-mist, K. (lasmist, C.)
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3.3. In the community of the sages and Brahmins, or in
meeting them you will appear as being no followers of the
Vedas and will attain the conduct of the Südras.

34. You will become mere Sudras, and attain their functions,
ind those to be born in your line will be Sudras [too].

35. Those actors (natalia) who are already born in your
line will be Sudras, und so will be those together with their women,
boys and young men, who associate with them'.

36. The gods on learning the origin of the curse on my
sons becume anxious and went to the gages.

Gods intercede in favour of Bharata's sons

37. Then the gods with Sakra (Indra) as their leader said
that, afflicted with this misery the drama would perish.

38. The sages said in reply that the drama would not
perish, but the remaining portion only of their curse will take
effect in its entirety.

Bharata's sons approach their father

39-10. On heuring these words of the very spirited siges,
my sons" became very] sad and with i desire to defend them-
selves they approached me in unger and said, 'We have been
mined hy you, for the fault of the drama we have been endowed
with the character of Sudrs'.

Bharata pacifics them

41-12. For their consolation I said, 'Do not to he sorry lor
it; the rule that words of the sages will never prove untrue, has in-
deed been made by Fate (irtante); so you should not turn to the
destruction [of the art). These are my words of consolation.

43. Know this dramatic art that has been described

•XXXVI. 48 ]

33 (C.35; K.34). 34 (C.36; K.95л). ' K. omits 348.
35 (C.37; K.35b-36a). 38 (0.38; K.38b-37a).

97 (C.39; K.37b-38a). ' Read 37b as follows: tat sayne MaTt.
38 (C. 40; K.38b-39a).

39-10 (C.41-42; K.39b-41a). ' Read sulal, for surih, C. and talah, K.

41-42 (C 43-44; K.41b-4%). 43 (C.45; K-48).



by Brahman [hinself], and teach it to your disciples and others

through its application.
14. Do not destroy this drama which has been devised with

great difficulty and which includes great things, brings great merit
and Las its origin in the Angas and the Upangas of the Vedas".

15. After holding the dramatic performance according
to the rules which I heard from the Apsrasas, you all are to

Nahusa invites divine artistes to the earth.

46. In course of time a king named Nahusal attained the
kingdom of Heaven through his polity, intelligence and prowess?.

47. He then governed the kingdom and felt a divine
desire. And on seeing the musical performance (ramthara)
and the drama (of the gods] he became anxious [about these]

18. He thought' within himself how the dramatic perfor
mance by the gods® should tike place in his house? [on the earthl.

49. Then for such i performance the king said to the
gods with folded palms: Tet the drama produced by the
Apsarasas be perforned in our house fi. e. on the cartli)'

Gods rejected the request
50. But in reply, the gods with Braspati as their leader

said to him: The meeting of divine damsels and mortals has
not been prescribed (anywhere].

51. As you we the lord of Heaven you should he given an
advice which is both good and pleasant. Let the master [of the
dramatic art] go there (ie. at your place) and please you.'

Ram., Mbh. and several Purinas, was possibly an historical person. See
* K. reads one fragmentary hemistich before this.

638 THE NATYASASTRA ( XXXV. 44

undergo a purificatory ceremony (prayscitla)'.

48 (C.46; K.44). T'Cf. above 20 notes.
15 (C.47; K.15). 'Emend 458 as follows: Hun ta quat nai jay.
16 (C.48; K.XXXVII.1b-2a). ' Nahusa mentioned in tho Rgvada,

J.K. sub voce.47 (C.49; K.XXXVII.2b-3a).
48 (C.50; K.XXXVII.3b-4a). ' Read socintagat lu for sa cin-

layilva, C. istacintasu, K.Read bhaved deva gaminh tertal for bhaved

'iti sasambharmal, C. bhaved divi devai a eva san. K."' 8 gthe mama, K. l'gre unmanal, C.) 49 (C.51; K.XXXVII. 4b-5a).
50 (C.62; K,XXXVII,5b-68). • 51 (C.53; KXXXVIl.6b-7a).
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52. Then the king with folded palms said to me,

• "O revered sir, I should like to see this dramatic performance

established on the earth.

53. T have been promised earlier the help of your pro-
fessional service (acaryulia)?. O the best of Brahmins, I have now

Urvasi and the mundane drama

54. In the house of my grandfather (Pururavas) this
(dramal together with his work lins been described by Urvat
to the members of the harem.

55. But when the members of the harem were distressed
by the death of the king who turned mad due to her disappearance
from the earth, this (dramatic art) was lost.

56. I wish this again to be openly produced on the earth,
so that the sacrifices to be done on different days of the moon
(tithi) may be rendered auspicious and happy.

57. Hence plays (hantha, lit. composition) relating to
many charters produced in my house through the graceful more
ments of women, will add to your fame".

Bharate grants the request and sends his sons to the carth

58-61. 'Let this be so' said I then [in reply] to Nahusa
the king, and I called my sons along with the gods in a spirit
of conciliation and said to them :

"This king Nahusa begs us with folded palms that you
may go down with your associates to the earth to produce the
drama there. The drama being properly produced there, I
shall make an end of your curse and you will no longer be
be despised by Brahmins and kings. So go down to the earth to

-XXXVI. 58 ]

Nahusa approrches Bharata

got it directly (wyaklabhavarrayam krtue)'.

52 (C.54; K.XXXVII.7b-81).
53 (C.55; K.XXXVII.8b-9).'Read 53a as follows: génaria da

54 (C.56; K.XXXVII.9b-10a).
55 (C.57; K.XXXVII.10b-lla).. ' See Visnu P. IV. 6, 7. Rof, JK.
56 (C.58; K.XXXVII, 11b-12a). 57 (C.59; K.XXXVII.18b-13a). $
58-61 (C.60-63; K.XXXVII.13b-17a),
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produce dramas there, [for] I shall not be able to disregard the

words of this earthly king.

Kohala is the successor of Bharata

02-63. For us and for Nahusa, the self-born one (Brahman)
has spoken in brief on the dramatic art which depends on his own
instruction. The rest will be nttered by Kohala' in his supple-
mentary treatise (rettart-luntra) which consists of the application

tion [of the rules], the Memorial Verses (karilia) and the Etymolo-

64. This Sastra for the purpose of diversion (lit. toy) has i
been established by me in Heaven with the help of the Apsarasas
and the sages Svati and Narada.

Bharata's sons come down to the carth

65. Then, O Brahmins, they went down to the carth in the
house of Nahusa and devised in due order the production of various
plays with the help of women.

66. Then they, my sons, begot progeny in women of the carti
and devised for them more dramas (lit, creation) on various themes.

67.. After begetting sons and devising plays in due order
they were permitted to return again to Heaven,

68. Thus throngh a curse the dramatic performaner has been
brought down to the earth, and the future generation of the dil-
matic artists (bharata) came into being.

Kohaja and his associates

and others stayed in the earth for sometime as mortals and put
into practice this astri which augments the intellect of men,
deals with the deeds of the Three Worlds and is an epitome
of all other Sastras.

NATYASASTRA XXXVI. 62

gies (nirukta).

69-70. Kolala Vitsya', Sandilya®, Dhurtila (Dattila?)8

62-63 (C.64-65; K.XXXVIT.17b-19). ' See the Introduction.

+9 (0.66; K.XXXVII.19b-20a). 65 (C.67; K.XXXVIT.20b-21a).

66 (C.68; KoXXXVII.21b-22a). 67 (C.69; KXXXVII.22b-23a).

68 (C.70; K.XXXVII.23b-24a).

89-70 (71-72; K.XXXVIl,24b-26a). 1-8 See the Introduction.
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71-73. He who always hears the reading of this [Sastral
which is auspicious, sportful, originating from Brahman's mouth,
very holy, pure, good, destructise of sins, und who puts this into
practice or witnesses the performance [of a dramal will attain the
nume [blessed] goal which the masters of the Vedic path and the

masters of the Vedic lore, the performers of sacrifices or the givers
of gifts, will [in the end] attain.

Value of the dramatic show

it. Of all the duties of the king, this has been proclaimed as
possessing the best result (mahaphaln). For of all kinds of gifts, a
free gift of the [drumatic) show [to people, has been most praised.

75. The gods are never so pleased on being worshipped
with the scents and garlands as they are delighted with the
performance of dramas.

76. The man who properly attends the performance of music
gandharra) or dramas will Cafter his death] attain the happy
and meritorions path in the company of the Brahminic sages.

The popular practiee supplements dramatic rules

77. Thus many practices sanctioned by the Sastra have been
described in connexion with the performance of dramas. Winterer
remains unmentioned should be included into practice by experts
rom an observation (lit. imitation) of people (ir. their usage).

The Final Benediction
What more should I say? Let the earth for all time be free

from diseases. Let there he pence to cows and to Brahmins,
and let the king give protection to this entire earth.

which treats of the Descent of Drama on the Earth.

-XXXVI. 77]

Value of the Natya‹stra

Here the ends Chapter XXXVI of Bharatz's Natyasastra,

-- ....
71-73 (C.73-75; K.XXXVII.26b, 27, 28). ' K, omits 71b and gives

the half of 7la). 74(0.76; K XXVII.29). 75 (C.77; K.XXXVII.80).
76 (C.78; K.XXXVI-31). 77 (C.79; K.XXXVII.32).
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ADDITIONS AND CORRECTIONS

Page XLVI line last Read 'depends'

" 16 'corresponding'

" 3 (from the bottom) Road 'about' aftor 'doubt', and

'of' for 'are'

5 » 14 Omit the fullstop. after 'ordered'
" 3 (from the bottom) Read SD. (294)

" 4, 'for practising the Graceful Style'
* (from the bottom) Read 'casc-endings' for 'nominal'

" 18 Read 'said' for 'saids'

9 (from the bottom) Reud 'reads onc' for 'readsone'

" ? Read architect' for 'architecht'
" 19
" 19 » 83 Omit 'According' from here and put it beforo 'to

Ag's' in the next line.
» 19 » 25 Read 'medium' after (iv)

2 (from the bottom) Carry 'and' after raisgapilha

" 31 » 17 Put' at the end of the line.
3 (from the bottom) Read B. 102b for 1096.

., 34 10( " ) Read 'rather' for 'very'

who has been assigned to the 400 A.C. by Jolly,

mentions Ganesa, (See Hindu Law and Custome,

17 Read '18-20' for '18.
2 (from the bottom) Omit " See "diagram 1?

" 37
" 20 " "Then an' for 'Then a'.

nowhere in the NS'

, XLVIII , 14 " 'XXVII. 63-69'
" LXIV " 14 'Natyasastra'

" LXXII

LXXIII " 3 Read 'summed'
Page 1 line 13 Road 'Pitamshn' for 'Pitmaha'

« 3 » 26 » 'Brähmana" for 'Bramana'

6
7 " 2 Read 'Bhayinaka' for 'Bhyanaka'

15 " 'Necd of the Gracoful Style'

9
, 11
« 14, 20» 'of the gods' for 'of the Daityas'
" 16
$ 19

" 12 " (avara)' for (avara)

) Read sata for gain

» 91 " ) Add the following : Yajñavalkya

pp. 42-44)
4 (from the bottom) Read samprayujya

" 35
18 Put a comma after 'swect meats'

" 405» 23 Omit '(Vaktra)' after 'Aviddha' (for 'äviddha")
28 Put '(krama)' after 'Cari' last. Omit 'Defined



Page 58 line 3 (from the bottom) Read "Talagra".

, 82 , & (from the bottom). Add after drama' the followiug :

Sitar probably is developed from the citra (vina),

" 86 „ 6 (from the bottom) Put ' hefore 'B. reads.

" 105 » 7 Close the bracket after 'meaning'.
" 108 » 12 (from the bottom) Read family' for famiiy.

Read 'traditional authority.

17 middling type

» 113

" 119
" 127
» 128
» 130

" 134

" 141

» 146

"Sentiments'

" 15
" 18 » 'Intoxication' for 'Totoxication'

5,6,12 Correct the misspelt 'Depression'
" 18 Omit the commia after 'biting'

9 (from the bottom) Insert 'and' after "potsherd'

10. Omit the fullstop after 'mounts' and insert 'and'
11 (from the bottom) read 'stage' for 'tage'

• ) Insert 'and' after sleeping'
16 Road 'Sentiment'

'depend" for "depends

» 164 , " (from the bottom) Read 'Parna' (full)
" 165 " 6, 18 Read 'lip' for 'lips'
" 168 " 10 Add the following after will' lenhance the charm

of the night]
" 173 " 13 Read With' after the fullstop.

,, 824 , 111

» 230 » 16 Read 'gait of women'

17 » 'distant place.

(B)
» 67 » 61») Read Harivamén for Hraivainsa.
» 73 " 121 " ) Read (sukmüra) for (sukmara).
" 76 , ?1 " ) Put'(p.194)' after BhP. and 'See

also' before SR. and Bead afrair for aferis.

" 97 » 21 25 Read prayusya for projuia

9 Read Exessivi for "Vislent

" 1i8

" 132

" I40

, 142
• 143
145

1
11 " "bhavita' for 'bbinita'
• " 'Determinant' for 'Diterminant'

" 'Mouth' for 'Mouto'

14 Read prakrli-vyasana

2 Read 'is' for 'ic'

10 (

17 "

" 150 , I mit it fry oned insert up after raised"

" 17% » 7 (from the bottom) shift 'from' before 'Kundala.• ""21"" ) Read 'Andre et'.

""" 21 " ) kancukin.

" 241)



" 255 » 14 « 'combines' for 'combine.

" 284 " 5 " 'shoulders' for 'shoulders.
» 4 (froin the bottom) Read before this as follows : T For

long cars as sigas of beauty sce the Buddha images of
the Mathura school belonging to 100 B. C. onwards.

"294 » 9 Brad 'fall upon' for 'rise from''jugglers' for 'jugglar's
at the botton. Add after notes the following. See
Introduction, section VIII para 4.

" 331 , 18 Rend 'leaders'
5 (from the bottom) Read 'docs not ohange' for 'changes'

" 336
(at the bottom) Read before 'Ex' the following

Dusyanta's charioteer addressing him (Sak. 1.)
" 339 " 2 (from the bottom) Add the following after the

Magadhan prince is referred to as bhandamuha by
the female ascetic in Svapna. 1. 7. 20. For the use
of bhadramukha in inscriptions see Select Inscrip-
tions, no. 72. and Keith, Skt. Drama, p. 69.

" 342 » 11 Read 'may also' for 'are to'

" 35) " 6 (from the bottom) Read 'na mama' for 'nama ma'.
" 361 ,, 7 Read 'a Supporting' for an 'Explanatory.
" " " 11 (from the bottom) Read '& supporting' for 'an

Explanatory'.

"382 " 4 Read 'those' for these.

" 366 " 21 Add after 'available' the following: 'unless the

Pañcaratra is to be taken as such' (See ID. p. 52).

369 „ 12 Read 'are' for 'is' at the end of the line.

" ,.. " (from the bottom) Insert after 'men' the following :

'unless Karna' alan is to be taken as such (800 ID.

( C)
Page 248 line 17 , akhyala.

,372 , 17 « 'bahumana' for 'bhumana'„277 " 19 " 'gacchet' for 'gaecet'.

" 287 » 4 (from the bottom) Read 'Halayudha's.

"128 » 13»
, 330 "

" 333,335 « 21 Read duan iyusman.
7 : 'estant' for 'extent'

:, 337

fallstop :

12 Omit 'mistress (bhattini) and'.
" 34) » & (from the bottom) Read 'Jayasena' for 'Jayasena'.

, 368 » 13 Insert 'of after 'ngo'.

" " " 13 (from the bottom) Read Marfa anna paigenifa

„370 " 83 " basis'T for "basis.

р. 69).



Page 388

• 397

line (at the top) Read XXI. 71 for XX. 71.

» 12 (from the bottom) Omit 'but parts of scenes'.

" " Add the following': 'Also ef. NS.

20
21

25
* (from the bottom) Read B. C. for A. C.

7 (from the bottom) Add as following :

* The Usuisa of the Buddha images may probably be
an imitation of tho crown of matted hair.

« 489» 13 Read 'their lover' for "her lover'
" 488 » 14 " women's heart, for 'woman's heart'

22 " 'self-esteem' for 'self-esteen'

» 488, 19,20, 'quarternary'

" ) Add after the fullstop the
following :
The husbands conjugal right of punishment such

as blows with a chord or rod, is often referred to in
the Smyti literature (Manu, 8, 299f, Saisha, 4, 16
etc.) See Jolly, Hindu Law and Customs, p. 145, see

" 508 » 81 Read 'great' for 'greet." 508" 11 " 111-112' for '110-111'.
" 15 112-113 for 111-112,

• 521". 18 Put 'of' before "Time'.

(D)
line up to the bottom ! dipiatougarasagonin:

" Read viskambhakah samskriah.

•
XX. 38.

408 in 18 Read a Then to or Various Peris:
"411 » 14 « samghalyaka'.

"420 , 10 » Gauda' for Gauda
Ullekhya'

" Kumbhipadaka", Avarta*

1425 , 21 " non-Aryans

., Add 'See NS. XVIII 44 note'

" 431

" 431 »

"26 line the bottom at Read (Jutamukuta)?

., 419 8 (from tho bottòm) Read 'known' for 'hnown'
" 19) »

also Kautilya, III. 3.
'„193 » 5 'one' after 'time'

" 7 (from the bottom) Read 'abhinayasya'.
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More than ten yoars have passed since Volume I of
the translation of the Natyasastra appeared. During this
periodanxious enquiries have repeatedly been made by several
readers abont the coming out of Volume II. Hence I owe
au explanation to them all for this inordinate delay in
completing this work. Apart from other minor
extremely corrupt nature of an important part of the original,
compelled me to proceed slowly with the translation, and this
volume HI, unlike its predecessor, being preceded by the publi-
cation of the basic lest, made the progress ofthe work
slower still. But I am sure that scholarly readers will be happy
lo see the toot and the translation together. kor this will
give them a facility in studying the Volume IT closelyand
critically. A goes without saying that in the present volume,
too, 1 brad to olfer conclusions and interpretations here and
there which for lack of better materials could not be made
detinitive. But whatever tentative assertions I have offered,
have been made alter the most careful consideration, with the
expectation that they may be helptul to others working in
this field. It is just possible that their number will appear to
be too many in two chapters of the present volume. But
this has been unavoidable. Dor, the very comples dramatic-

ut the Natyasastra was handed down not because professional
actors needed it, but because it was considered a leda, ic.,
the Natyaveda, and as such worthy of being saved from
extinction. Hence the work his somehow been preserved.
But in the absence of a living tradition, il does not yield i
full view of the comples art. Though future researches
may extend our knowledge uf this, il does not seem to be

liven if some minor details of this great art still elude our
view, it may be confidently sail that the available text of

PREFACE

reasons,

come is det deserited othe present vert years to have



the Natyasastra gives us a more or less good general picture
of the Hindu dramatic art as it existed in theory and practice
nearly two milleniums ago. It may be hoped that any careful
reader of this translation (however imperfect it may be) will
agree with me iu this regard.

10th March, 1961. The Translator

‹ vi ;



CONTENTS

INTRODUCTION

I. The Present Work, p. 1; 1. A Short History of the Study of

Indian Music, p. 1; 2. The Basic Text, p. 4; 3.Transla-
tion and Notes, p. 4.

Il. The Ancient Indian Theory and Practice of Music, p. 5; 1.

The Indian Couception of Music, p. 5; 2, The Vocal
Music, : (a) Srutis; (b) Mutual Relation of Notes, p 6;

Voice-registers, p. 8; (f) The Overlapping note, p. 9;

(g) The Jatis, p. 9; (h) The Jatis in connection with the

(1) Language of Dhruvas, p. 13; (m) The Tala and Graha

p. 14; 3. The Instrumental Music, p. 14; (a) The Stringed

manner of playing the Vina, p. 16; The special manner of

playing the Vipañci, playing of stringed instruments before

the Preliminaries, p. 17; (b) Hollow Instruments, p. 17;

(c) Covered Iustruments (Instruments of Percussions),

The Vaskarana, p. 18; Music of Drums, Making of

Drums, p. 19.

III. Literature on Ancient Indian Music.

The Date of
Early Medieval Writers on Music

(e) Naudikesvara, p. 25; 4. Medieval writers of the Transi-

( vii )

(c) Different Gramas; (d) Mirchanãs, p. 7; (e) The

Sentiments, p. 10; (i) The Dhruvas, p. 10; (j) The con-

tents of Dhiruvas, p. 11; (k) Metres of Dhrivas, p. 13;

of Dhruvas, p. 14; (D) Special suggestibility of Dhrivas,

Instrument, Ye atis of a karan tai use The peris:

1. Early writers (c. 600 B. С.- 200 A. С.), p. 20;
(a) Narada, p. 20; (b) Svati, (c) Kohala, (a) Sandilya

p. 21; (e) Visakhila, (f) Dattila, p. 22: 2.

the Natyasastra; 3.
(200 A.C.-600 A.C.) : (a) Visvavasu, (b) T'umburu, p. 23;
(c) The Markandeyapurana, p. 24; (d) The Vayupurana,

tional period (600 A. C.-1000 A. C.), p. 25; (a) Sardila,

Matanga, Vastika, Kasyapa and Durgasakti, p. 26; 5. Late

Medieval Writings (1000 A. C.-1300 A. C.) : (a) The Sangita-

11akaranda, (b) The Raga-taraigipl, p. 27, (c) The Sangita-
samayasara, (d) Saigitaratnakara, p. 28.



IV. More about the Ancient Indian Theory and Practice of

Drama.
1. The 'Three Types of Character. 2. The Prominent

position of the Nataka. 3. The Typical Theatrical Troupe,
p. 29; 4. The Playwright as a Member of the Theatrical
Troupe. 5. Distribution of Roles, p. 31; 6. The Principles
of Personation, p. 32; 7. Special Importance of Women

in Dramatic Production, 8. Impersonation of a king, p. 33,

9. An Ideal Director, p. 34.

V. More Data of India's Cultural History in the Natyasästra.

TRANSLATION OF THE NATYASÄSTRA.

Instrumental Music

1-2, Three classes of Instruments. p. 1; 3-6, Threefold Appli-
cation of the Instrumental Music. 7. Music of all kinds
embellishes the Drama, p. 2; 89. Characteristics of the
Gandharva, 10. Sources of Gandharva, 11. Three kiuds of
Gandharra, p. 3: 12. Two Bases of Notes, 12-20: Formal
Aspects of music of the Vina and the Human Throat;
Aspects of the Terbal Themes in Music, Twenty aspects of
the Tala, 1. 4: 21-23, The Seven Notes, Mutual Relation
of Notes, The Sonant and the Consonant Notes, p. 5;
23. The Dissonant Notes, The Assonant Notes, 1. 6;
21. Description of the Two Giramas, p. 7; 25-26. Srntis in
the Sadja Grama, p. 8; 27-28. Srutis in the Madhyama
Grama. The the

p. 9, Initial Notes of the Mirchans in the two gramas,
33-34. The four classes of Múrchanas p. 10. Eightfold

P'entatonic Tanas, The Iwo Ways of Tanas, p. 12; The
Overlapping, Two kinds of Overlapping, The Overlappiug
Notes. p. 13; 36-37. The Overlapping Jati 37-39. The
Jatis p. 14; 40-11. Seven Jatis in the Sadjagrama, Eleven
Jatis in the Madhyama Virama, T'wo kinds of Jatis, p. 15 ;
45-55. Modified Jatis p. 16; 56.

tonic Jatis, Jatis in the Madhyama Grama, the Hexatonic
Jatis, p. 17; 63-64. The Heptatonic Jatis, 65-73.

( viii )

1. Language 2. Metre. 3. The Arthatastra, p. 35.

CHAPTER TWENTYLIGHT

Murchanas, 29-30.Marchanas in
Sadjagrama, 31-32. Múrchanas in the Madhyamagrama,

Tanas of the Múrchanas, The Hexatonic Tanas, The

Nunber of Notes in Jatis,
The Jatis in Sadjagrama, the Heptatonic Jatis, the Penta-

Amsas in



Jatis, 74. Characteristics of Jatis, p. 18; 75. The Graha
76-78, The Amía, p. 19; 79-93. Amsas of Jatis, p. 20;
94. The High Pitch Movement, 95. The Low Pitch Move-

100. The Nyăsa and Apanyasa, p. 23; 101-102. Jatis with

their Characteristics, 103-104. Sadja. 105-107. Arsabhi, p. 24;

108-110. Dhavati, 111-112. Naisadi, 112-114. Sadjakaisiki,

115-117. Naisadi, 112-114. Sadja Kaisiki, 115-117. Sadjo-

135-136. Gandharapañcami, 137-139. Audhri, 140-143. Nanda-

yantl, p. 27; 143-145, Kariäravi, 146-151. Kaitik1, p. 28.

Stringed Instruments

1-16. Application of Jätis to Sentiments, p. 29; 17-22. Four

31-32. The Mixed
Alamkaras, 33-34. The Ascending Alamkaras, 35-43. The

Descending Mamkiras, 41-76. The Definition of the

p. 39; 82. Dhatus, 83-90. The Vistãra Dhatus, p. 40; 91-92.

p. 42; 105-107. The Jatis, p. 13; 108-114. Three kinds
of Music of the Vina, 114-122. The Karauas of Vipañci,

p. 14; 122-125. T'he Bahir-gitas, 126-130. The Asravana

p. 46; 131-36. The Arambha, p. 47; 137.142. The
Vaktrapani, p. 47; 143-147. The Sanghotana, p. 48; 148-150.

The Parighattana, 151-154. The Margasirita, 155-156.

Hollow Instruments

1-61. General terms and their Definitions, p. 53; 62-70. The
Asärita, p. 60; 71-73. The medium Asarita, 74-75. The

( ix )

dicyava, 118-121. Sadjamadhyã, p. 25; 121-123. Gandhärl,
124-126. Raktagandhâr1, 126-127. Gändhãrodicyava, 128-130.
Madhyama, p. 26; 131. Midhvamodicyava, 132-134. Pañcami,

CHAPTER TWENTYNINH

Varuas, p. 31; 23-28. The Thirtynine Alamkaras, P. 33 ;

29-30. The Monotonic Alankãras.

Alankaras. p. 35 ÷ 77-81. Alamkiras depending on the Giti.

The Karana Dhatus, 93-94. The Abiddha Dhatus, 95-102.
The Vyañjana Dhatus, p. 41; 102-104. The three Vrttis,

The Lilakyta, p. 49.

CHAPTER THIRTY

CHAPTER THIRTY-ONE
Time Measure



p. 203; 29-30. Two classes of Employment for characters,

31-34.Female Inmates of the Harem, 35-37. The Chief Queen,
p. 204; 38-39. Other Queens, 40-41. Other Highborn Queens,

-42-43.Ordinary Wives, 11-45. Concubines, p. 205; 46-47.
Craftswomen, 48-51. Actresses, 51-54. Dancers, p. 206; 54-55.

Maids in constant Attendance, 55-57. Maids of Special

Work, 57-59. Maids in Constant Move, 59-60. Errand Girls,

60-61. Mahattaris, p. 207; 61-62. Pratiharis, 62-63. Maidens.

63-64. 01d Dames, 61-66. Ayuktikas, 67-70. Other Women
Employees in the Harem, p. 208; 70-73. Other Iunates
of the Harem, 73-71. The Snataka, 75-78.
78-79.

80-81. The Nirmmidas, 82-83. External Persons, p. 210;
84-88. The King, 89.90. The Leader of the Army, 91.
Chaplains and Ministers, p. 211; 92-93. Secretaries, 93-95.
Judges, 95-97. Wardens of Princes, 98-99. Courtiers, p. 212.

Distribution Of Roles

1-1. General Principles of Distribution, 5-6. The Role of
Gods, 78. The Role of Raksasas cle. 9-11. Role of Kings,

p. 214; 12-13. Kole of Army-leaders and Secretaries, 14. Role

characters, 18. The Role of fatigued persons, p. 215;
18. The Role of a person in health, 19-21. Special cases of
Assigning Roles, 22-24. Kole of a character with Extra and
Special limbs, 21. Entry of a character, 25. The Result of
Impersonation, 26-27. Method of Proper Impersonation, p.
216; 28. Three kinds of Impersonation, 29. The Natural
Impersonation, 30. The Unnatural Impersonation, 31-32.
The Imitative Impersonation, 33-36. Special Suitability
of Men and Women, p. 217; 37. Women in Men's Roles,
38-39. Women's special Merit, 40-42. Training Women
in special Roles, p. 218, 43-46. Results of Proper Assign-
ment of Roles, 47. Types of Dramatic Production, 48-52.
The Delicate Type of I'roduction, p. 219; 53-56. Energetic
Type of production, 57-65. The Typical Impersonation of
* King, p. 220; 66-71. Characteristics of a Director,

Natural Qualities uf a Director p. 222; 74-75.
Characteristics of an Assistant of the Director, 75-76.
Characteristics of an Actor, 76-77. Characteristics of a
Parásite, 78. Characteristics of the Sakara, p. 223; 79.

( x11 )

The Kañcuklyas,
The Natakiya etc. p. 209; 79-80. The Varsadharas,

CHAPTER THIRTYFIVE

of Kañcukiyas and Srotriyas, 15-17. The Role of Minor



Characteristics of the Jester, 80. Characteristics of a Servant,
81-83. Characteristics of a Courtezall, P. 224; 84-86. Charac-
teristics of the Typical Heroine, 86-87. Women disqualified

to take up a role, 88-90. Members of a typical theatrical

party, p. 225; 91. Characteristics of Bharata, 92-93.
Characteristics of a Jester, 94. Characteristics of a
Master-musician, 95. Meaning of the word Nata, p. 226;

96-97. The Benediction, 98. Definition of a Director, 99.

Definition of a Playwright, 100. Definition of an Actor,

101. Definition of an Actress, p. 227; 102. The Crown-
naker, 103. The Maker of Ornaments, 104. Maker of
Garlands, the Vesakãra. 105. The Painter, the Dyer, and

the craftsman, 106. The Kausilava, p. 228; 107-109. Uther

members of the party, p. 228.

Descent of Drama on the Earth

Bharata's sons offended the sages, 36-42. The Sages curse

Bharata's sons, 43-44. Gods intercede in favour of Bharata's

so1s, 45-46. Bharata's sons approach their Father, 47-51.

Bharata pacifies them, 52-54. Nalusa invites divine Artistes

to the Earth, p. 234; 55-57. Gods reject the request, 58-59.

Nahusa approaches Bharata, 60-63. Urvast and the earthly

Drama, 64-67. Bharata grants this request and sends his sons

to the earth, 68-70. Kohala is the Successor of Bharata, 71-74.

Bharata's sons come down to the Earth, p. 236; 75-76.

Kohala and his associates, 77-79. Value of the Natya-

Sastra, 80-82. Value of the Dramatic show, p. 237; 83.

The popular practice supplements dramatic rules, The

Final Benediction, p. 23%.

( xiii )

CHAPTER THIRTYSIX

1052 des question, l. 23 60 ast a 2 215:



Abhi.

Malati.

ABBREVIATIONS

—Apte's Sanskrit-English Dictionary

—Dattila's work on Music

-Example

-Music of India
—Mirror of Music

AD.
Ag.
Apte.
1.5.
Bd.
Bh P.
D., Dattila.DR.
Fix.
GS. 1.
GS. II.км.
Kn.

Malavi.
Megh.
мн.
MI.
MM.
Micch.
Nas.
ND.
Pratima.

Sak.
Sbh.

Sa.
SD.
SM.
SR.
Svapna.
Vikram.

-Abhiseka-nataka
-Abhinayadarpana
—Abhinavagupta

-Arthasastra of Kautilya
—Brhaddest

-Bhavaprakasana of Saradatanaya

-Dasaripa

- Gitasütrasara (Bengali)

-Gitastrasara (Euglish Summary)
-Kavyamala Series
-Catura-Kallinatha, a commentator
of the Saugitaratnakara

-Malatinadhava
-Malavikägnimitra
-Meghadita
-Music of Hindostan

-Mcchakatika
, -Naradiya-siksa

-Natyadarpana
-Pratima-nataka
-Abhijñanasakuntala

-Sie baitarat, a commentator of
—Sarigadeva
—Sahityadarpala
-Sangitamakaranda
-Sangitaratnakara

—Svapnavasavadatta
_Vikramorvaslya



BIBLIOGRAPHY

1. General works

Apte, V. S., The Practical Skt. English Dictionary, Bombay, 1924.

a supplement to Part I by Himansusekhar Banerji, Calcutta,

Banerjee's explanation aud notes on Grammar and Theory

of Hindusthani Music, as spoken of in Bengali by the

Companiou to Shakespeare Studies, Cambridge, 1946.

Daniélou, Alain, Northern Indian Music, Vol. I, Londou, Calcutta,

1949.

Ghosh, Manomohan, Contribution to the History of Hindu Drama,

Calcutta, 1957.

Calcutta, 1946.
Jolly, Julius, Hindu Law and Customs, Calcutta, 1929.
Keith, A. B., The Sanskrit Drama, Oxford, 1924.

Popley, H. A., The Music of India, Calcutta 1950.

Roy, Hemendra Lal, Problems of Hindustani Music, Calcutta,
1937.

Sen Gupta, N. C., Evolution of Ancient Indian Law, Calcutta,
1953.

Strangways, A. H. Fox, The Music of Hindostan, Oxford, 1914,
, Hindu Music from Various

Sources, Calcutta, 1875.
Willard, Capt. N. Augustus, A Treatise on the Music of

Hindoosthan (included in the preceding work)

Winternitz, M., History of Indian Literature, Vol, I, Calcutta, 1927.

Banerjee, Krishnadhan, Gita-sütrasara (Bengali) Parts I and II with

Banerjee, Krishuadhau, Gita-sutrasara (English), Himansu Sekhar

anthor in Gitasûtrasãra, Calcutta, 1941.

Ghosh, Chandra Mohan, Chhaudahsara samgraha, Calcutta.

Ghosh, Sautidev, Java-O-Balir Nitya-git (Bengali), Calcutta, 1952.

Gilpta, Prabhat Chandra (ed.), Gitavitan-Varsiki (Bengali), Vol. I,

Kommiserjvsky, Tl., T'he Theatre, Loadou, 1935.

Prajnanananda Svami, Sangita-Samskrti (Bengali) Vol. II, Calcutta,

Tagore, Sourindra Mohan (ed),



2. Original Texts
Abhinavabhãrati (Ag ) Chapter XXVIII-a trauscript from the

Oriental Institute, Baroda; Chapters XXIX-XXXI, and

Chapter XXXII (fragment )-Dr. S. K. De's Ms.
Abhinayadarpaua (AD) of Nandikesvara, ed. Manomohan Ghosh,

Calcutta, 1934, 2ud ed. 1957.
Abhisekanataka (Abhi) of Bhasa, ed. Devadhar in Bhasa's

Collected Works, Poona, 1937.

Arthasastra of Kautilya, ed. J. Jolly, Lahore, 1923-21.

Dattilam (D)) of Dattila-muni, ed. K. Sambasiva Sastri (TSS. 102)

Trivandrum, 1932.

Naradlya-Siksa (NSS), edition in the Siksa-Samgraha, Benares,

1896.

Pratimanataka (Pratimã), ed. Devadhar.

Prakrta-Kalpatari of Rimasarma, ed. Manomohan Ghosh,
Calcutta, 1954.

Prakrtanusasana of Purusottamadeva, ed. Nitti-Dolci, Paris, 1938.

Bphatkatha-sloka-sangraha, ed. Lacote, Paris.Brhaddesi (Bd) of Mataigamuni, ed. K. Sambasiva Sastri (T'SS.

94), Trivandrum 1929.

Bhavaprakasana (Bh P') of Saradatanaya, ed. G.O.S.

Natyadarpana (ND) of Ramncandra and Guuacaudra, ed. GO,S.

Malavikagnimitra (Malavi), ed. S. P. Paudit, Bombay, 1889.

Malatim? Ahava (Malati), ed. Nirnayasagar.

Meghadita (Megh), ed. S. Vidyaratna, Calcutta, Saka, 1821.

Vikramorvaslva, (ed.) S. P. Pandit, Bombay, 1898.

Sakuntala (Sak). ed. Iswar Ch. Vidyasagar, Calcutta, 1872.

Sangitadarpana, ed. A. A. Bake with Translation and Notes, Paris,

193 of.

Sangitamakarauda of Narada, ed. M. R. Telang, Baroda, 1920.

Sangitaratuakara, ed. from Anandasrama and Adyar.

SangItasamayasãra of Parsvadeva, TS,S.

Sahityadarpaua, ed. Bibliotheca Indica.

Svapnavasavadatta, ed. Devadhara.



INTRODUCTION

1. THE PRESENT WORK

The Volume II of the Natyasastra (translation) falls into

two parts: (1) Chapters XXVIII-XXXIII which are on music

in its vocal as well as instrumental aspect and (2) Chapters

XXXIV-XXXVI which are on residual matters concerning the

production of plays, and the legendary origin of drama (Natya).

Though the age of the entire work and other relevant matters
have been treated of in the Introduction to the Volume I, the
remaining Chapters require some preliminary notes. Naturally
the Chapters on inusic are to be taken up first.

1. 1 Short History of the Study of Indian Music

As in the case of our drama, William Jones was alsothe pioneer in studying Indian Music. His article "The Musical
Modes of Hindoos"', was originally written in 1784 five years

before his translation of the Sakuntala, and it was the first of its

kind. Persons who interested themselves during the half a

century that followed, discussed Indian music more or less in
the lines of Jones, till an English military officer was attracted

by the beauty of Indian music. Captain N. •Augustus Willard-

for that was the name of the officer-"was known to be a skilful

perforer of several instruments and to have enjoyed local

advantages of observation from his appointment at the court of

the Nawab of Banda"'. This is perhaps the reason why his work

1. Originally published in the Asatik Researches Vol. Ill and republished
in Sourindra Mohun Tagore's Hindu Music from various Authors, Calcutta, 1875

2. See the review of Willard's work mentioned later, in the Journal of the
Asiatic Society, Vol. XXV, 1834. This review has also bren republished in Tagore's
Hindu Music etc. (pp. 235-239.)

(pp. 125-160.)



brought about a new orientation in the study of Indian music,

and to some extent superceded the work of Jones and his
followers. Willard being very cultured, and well-read in his
subject and thoroughly proficient in Hindustani, his mode of
treatment and the depth of insight displayed in his work,

were very remarkable, and according to a specialist, it is theearliest systematic treatise on Hindustani music: which has not

perhaps yet lost its value. The author's own summary of the
contents of the work "A T'reatise on the Music of Hindoostan"
(Calcutta, 1884)* shows the significant features of his work. But
its special importance lies in putting emphasis on the actual
practice of music apart from whatever is available from the old
Sanskrit texts. William Jones however started his enquiry with
such texts, and hence his discussion, according to Willard, has
beeu too academic to do justice to the subject.

But in spite of Willard's emphasis on the practical side while
writing on Indian music, his charges against Jones®, were not

justified. For, not only all discussion on classical Indian music,

should be kept close to the traditional teachings contained in the
texts, but one should bear in mind that Jones was a pioneer in
the field without the advantage which Willard had in taking up
the study after half a centiry during which much was already
written on the subject. If Willard had a positive advantage over

Jones in having what may be called a first-hand knowledge of

the subject, his conclusions based ondata collected from
professionals only, needed checking in the light of old Sanskrit

works. In order to have an historical view of Indian music such

checking was indispensable. As Willard strove much merely
to explore the contemporary (classical) music, and attained
considerabic success in this, such a view was naturally beyond

his keu. This is the reason of his strong disapproval of Jones'writing.

3. Hemendta Lal Roy, 'A notable Book on Hindustani Music' in the
Visvabharati Quarterly, (New Series), Vol. 1. Part 1 July 1935; see also Ray'sProblems of Hindustani Music, Calcutta 1937 (pp. 37 ff).

4. The name of the work does not occur in the bibliography of F.

5, SeeRoy's Problems, p. 39.
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Notwithstanding Willard's criticism, Jones' method did not

long remain in disfavour. About thirtyfive years after he had

written, Kshetra Mohan Goswami discussed (1863) the practice as

well as theory of Indian classical music in his Samgitasāra

(Essentials of Music) written in Bengali. This was published

under the patronage of Sourindra Mohan Tagore who himself

compiled some years afterwards (1875) his Sangitasara-sangraha

which contained extracts (with English translation) from ancient

authors like Sarigadeva® and Damodara'. Considering the

relative scarcity of authentic data in the shape of published

Sanskrit works ou music at that time, the contributions of

Goswami and T'agore were highly commendable. The next

importaut writer on the Indian classical music, was the

sãra (kissential Priuciples of Music) written in Bengali was

published in 1885" just after a century of William Jones' first

article on the subject. Banerji besides being an accomplished

Iudian musician and a scholar, had sufficient acquaintance with

the westera music, and this imparted singular value to his work.

According to a specialist, Banerji has not left a single phase of

Indian classical music, without comments made with reason and

insight, aud "His critical faculty is astonishingly sensitive to

finer shades of analogies. The book is valuable for its discussion

of fundamentals of music and the searching criticism of existing

theories"'o. Writers on Indian music coming after Banerji, are

legion, and they being more or less well-known will not be

be mentioned in this short sketch. But a complete account of

the ancient Indian music descriptive and historical, still remains

to be written. Hor, a very few of the origiual Sanskrit texts on

6. The author of the Sangita-ratnakara.

7. The author of the Samgita-darpana.

8. This scholar-musician of Bengal resigned his post in the Provincial Civil

Service and devoted himself entirely to the study and dissemination of music. Sue

9, Second Edition in 1897, and Third Edition in 1934, To this third edition,

a valuble appendix has been added by Himangsu Sekhar Banerji a very able
musical scholar who has made the work upto date. A summary of the work along
with this appendix, has also been separately published in English translation
in 1941, H.A. Popley in his Music of India (2nd ed.) does not mention this work.

10. H. L. Roy. Problems, p. 50.

3

reknowned Krishnadhau Banerji®. His magnum opus the Gitasütra-

the Gitavitana-värsiki, Calcutta, 1944, (p.25).



music have been critically studied'', and the Natyasastra which

contains the oldest and most comprehensive treatment on the

subject yet remaius outside the reach of average interested

persous'". Krishnadhan Banerji whose work is otherwise
valuable, sometimes made assertions which need correction in
the light of the NS. The same may possibly be said of other
writers also, and cautious persons like F. Strangways, suspend

their judgement in view of proper exploration of the contents

of the NS. For example, Strangways ouce writes, "Unfortunately
it is not possible at present to give such a detailed account of

the Indiau Mirchana (the equivalent of Harmonia) ; more will
perhaps be possible when Bharats's Nalyasastra has been adequately

2. The Basic Text

edited by the translator, has been published in a seperate volume.
lor details about its reconstruction, the readers are referred to the
Introduction to the same and also to the Introduction to the

3. Translation and Notes
Principles regarding the translation and its annotation have

also been detailed in the Introduction to the Volume I of the

11. The onl; exception in this regard, is Damodara's Samgita-darpana ed.
by Arnold A. Bake with English translation, notes and introduction under the title

"The Muror of Music", Paris. 1930f. This too has been ignored by A. Danielou, andH. A. Popley (the second ed. of his Music of India).
12. J. Grosset's Frenul translation of the Chapter XXVIII of the NS.

(treating of music) has not satisfied writers on the subject. See MH. p. 141.
Chapters XXIX-XXXIII also dealing also with music, have not been translated
before.

-
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The origiual text of the Chapers XXVII-XXXIII critically

Volume I of the trauslation (Pp.XLI).

translation (Pp.XL1-XLIl).



II. THE ANCIENT' INDIAN THEURY AND

PRACTICE OF MUSIC

1. The Indian Conception of Music

Though music occupied a very important place in the life of

Indians of ancient time, one single word such as "Gandharva"

denoting all its different aspects (vocal as well as instrumental)
appears only in the middle of the 4th century B.C.' This
word occurs in the Jatakas. For according to the Guttila

of Gandharvas (musicians), aud after gaining a great proficiency
in the art of music he came to be known as a Gandharva. As this
Jataka mentions playing of a Vina, and the two kinds of
Murchana' in this connection, the word Gandharva in the sense
of music may well be pre-Buddhistic. And it is certainly not later

than 200 B.C. For it occurs iu the Hathigumpha inscription of

Kharvela. In earlier times, gita (song) and vadya (instrumental

music) were seperately mentioned, or the compound word gitavaditra

(l'ali, gitavaditta) represented music in its totality. But dance and

drama (nilla, nya and natya) were very closely associated with

music vocal and iustrumental, from ancient tines, possibly long

before the time of Buddha. For preksa (Pali, pekkha) was an equi-

valent of "Natya" which included mitto, gita and vaditra. Buddha

forbade the monks to witness it (pekkha) as well as the separate

performances of nilta, gila and vaditra. Due to this very close

association of the three arts, there came into vogue in about the

3rd century A.C. the word "Saugita" for signifying by meaus of

a single term all the different phases of music including dance.

For, according to ludian conceptiou, dance (rylla, nitya) owing its

origin to rhythm like its vocal and instrumental counterparts,

was a kind of music, the vehicle of rhythm in this case being

human body with its different limbs. The Natya also depending

1. Though some of the Jätakas may be as old as the time of Buddha, all of

them may not reach back to such antiquity. But it may be that they were in

existence in the 1th century B. C, cf. Winternitz, Vol. II. p. 121.

mentioned. See JAOS Vol, 50, 53 and Journal Univ. of Baroda Vol. JI, pp. 263 tS.

Jataka (40.243) the legeudary Brahmadatta was born in a family

2. In the Satapatha Bräbmana the Uttaramandra Mürchana has been



on nitta, nitya and abhinaya (gesture) belonged to the category of

dance. Probably these facts led dance especially in its connexion

with all kiuds of dramatic spectacles, to a substantial union with

music.

2. The Vocal Music

Though the vocal music was perhaps the oldest of human

arts, its analytical study seems to have begun only after instru-

ments of music caine into existence and made considerable
progress. For the N$ says that the bases of musical notes (svara)

are twofold: the Vina of the human throat (lit. body) and the

wooden Vina (harp or lute), and derives the Srutis (intervals)

exclusively from the wooden Vina. Now Sruti is the most
important term in conuection with the theory of Indian music.

(a) Srutis. Though the aucient Indian authorities differ from

one another about the meaning of the word, it may be translated

as "inervals" or "musical intervals"s which make up the notes

of the octave (corresponding to Indian saptoka) in its different

Gramas* The number of Srutis in the Sadja Grama are as

And the number of Srutis in the Madhyama Grama are is

(b) Mutual Relation of Notes. According as they relate to an

interval of more or less Srutis, the notes in different Gramas are

(vivadin) with reference to the Sonaut (vadin) note which has been

described as "the melodic centre of the melody"'. For example,
those two notes which are at an interval of nine or thirteen

Srutis from each other are mutually Consonaut, e.g. Sadja and
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follows: three in Rsabha (ri), two in Gäudhãra (ga), four

in Madhyama (ma), four in Pañcama (pa), three in
Dhaivata (dha), two iu the Nisada (ni) and four in Sadja (sa)s

follows: four il Madhyama (ia), three in Pacama (pa),
four in Dhaivata (dha), two in Nisada (ni), four in the
Sadja, three in Rsabha (ri) and two in Gandhãra (ga).®

called Cousonaut (samvadin), Assonaut (anuvadin) and Dissonant

3, See p. 7. footnote 4

4. See XXVIII, 24.

5. See XXVIII. 25. 26.

6. See XXVIII. 27. 28.

7. SeeXXVIII, 22 in. 1
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and Nisada in the Sadja Grama. Such is the case in the Madhyama

Grima except that Sadja and Pañcama are not Consonant while

(c) Different Gramas. The Grama may be translated as "scale".

There are three Gramas in Indian music: Sadja, Madhyama and

Gandhãra. According to F. Strangways the Sa-grama (Sadja-

grama) is the western Major with a sharpened Sixth, the Ma-

grama (Madhyama-grama) the western Major C-c, but intended

prestimably to be used as an Eof scale with a sharpened Sixth,

and Ga-grama (Gandhara-grama) possibly intermediate between

these two long obsolete (MH. p. 106). The N$ does not describe

this Gandhara Grama, because it went out of use at its time.

(d) The Murchanas. According to the Hindu theorists, each

of the (tramas is the source of seven Murchanas. About the

meaning of the term Mirchana which is now generally considered

to be equivalent to mode of the Greeks, there is some obscurity.

The Sadja Grama gives rise to seven Mürchanãs such as Uttara-

The first six of these have a striking resemblance with the
Greek" modes which having eight notes including the first note
repeated at the end, are as follows:—

Dorian mode

Lydian mode

10. See note 2 above.

11. These Greek modes were modified by St. Ambrose (c. 4th century) and

partly by St. Gregory (604 A.C.). See ERE.

7

Madhyama, Sadja and Pañcama, Rsabha and Dhaivata, Gandhara

Pañcama and Rsabha are so.".

maudrã, Rajani, Uttarayata, Suddhasadja, Matsarikrta, Asva-

krantt and Abhirndgati." These are constitnted as shown below.
sa-ri-ga-11a-pa-cha-ni Uttaramandra'®

ri-ga-na-pa-dha-11-sa Rajani
ga-ma-pa-dha-ni-sa-ri Uttarayata
1117-pa-dha-ni-sa-ri-ga Suddhasadja

pa-dha-ni-sa-ri-ga-ma Asvakranta

dha-u1-sa-1-ga-tria-pa Matsarikrta
ni-sa-ri-ga-ma-pa-dha Abhirudgata

sa-ri-ga-na-pa-dha-ni-sa Ionian mode
ri-ga-ma-pa-dha-ni-sa-ri
ga-ma-pa-dha-ni-sa-ri-ga Phrygian mode

ina-pa-dha-ni-sa-ri-ga-ma
pa-dha-ni-sa-ri-ga-ma-pa Mixolydian mode

dha-ni-pa-ri-ga-ma-pa-dha Aeolian mode

8. See XXVIII 22-23 9. See XXVIII. 29.



The Madhyana Grimal' gives rise to the following seven

Margavi, Pauravi and Hrsyaka. These are constituted as shown

below.

this Grama becoming obsolete at the time of the NS, they were

not mentioned by the author.

The four kinds of Murchanas-The Mürchanas described above

are heptatonic (purna-full). But there are also three other

distingwish these three kinds from the heptatonic Murchanas they

are also called Tanas.' Though these Mirchanas and Tanas
were used to embellish the songs, they were also used in connexion

with the vocal training of the singer. For the NS says: The

variety of the Tanas and the Mürchanas thus arising, provides

enjoyment to the hearer as well as to the musician. The
Mürchana and Tana are also of use because their practice helps

(e) The Voice-registers. There are three Voice-registers the

their pitches proceed from these three registers. In calling one

who is at a great distance, notes proceeding from the head

13. See NaS. 1. 2.9 and SR. 1. 425-26.

14. See XXVIII. 32-33,

15. See notes on XXVIII. 33-34.

17. See XX, 38-40, 41-42,
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Múrchanãs: Sauvirl, Harinasva, Kalopanata, Suddhamadhya,

ma-pa-dha-ni-sa-ri-ga Sauviri

pa-dha-ni-sa-ri-ga-ma Harinasva
dha-ni-sa-ri-ga-na-pa Kalopanata
ni-sa-ri-ga-ma-pa-dha Suddhamadhya
sa-ri-ga-ina-pa-dha-ni Margavi
ri-ga-ina-pa-dhi-na-sa Pauravi
ga-ma-pa-dha-ni-sa-ri Hrsyaka

The Gandhãra Grama also gave rise to seven Mürchanas ;13

kinds of them, viz. hexatonic (sadava), pentatonic (audava) and

Murchanas including Overlapping notes (sadharani-kyla)." T'o

the (casy) attainment of Voice-registers (sthanaprapli)'.

chest (uras), the throat (kantha) and the head (siras)'?. Notes aud

12. See XXVIII. 30.

16. See "The two ways of Tãnas" under XXVIII-33-34 (pp. 12-13).
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register is used; but, for calling one who is not at a great

distance, notes from the throat, and for calling a person who is

by one's side, notes from the chest register serve the purpose.

(f) The Overlapping note: The Overlapping note mentioned

above is a transtional note like Kakall Nisada.! As regards

the use of the note in the Murchana there appears to be a rule that

it should be in the ascending scale (ärohin) aud be made specially

weakened (alpa). If it is made descending (avarohin) it will lead

(g) The Jätis: The Jatis whatever may be interpretation of

this term by the scoliasts, probably stand for melody-types of

the recognised kind, as opposed to those which were hybrids of

got mixed up with folk-tunes.!? Besides this, they developed

some technical complexities from which the Mfrchanas, if they

were melody-types too, were free. The Jätis eighteen in number

and Naisadi," and in the Madhyama Grama, they are Gandharl,

Madhyama and Pañcami. "Pure" in this connexion means having

Amsa, Graha, and Nyasa consisting of all the notes. When these

Jatis lack two or more of the prescribed characteristics except

the Nyasa, they are called "modified" (vikrta). 31 Iu the observa-

tion of the Nyasa in the pure Jatis, the note should be regularly

Mandra, but in the case of the modified Jatis there is no (fixed)

rule. The modified Jatis are eleven in number and they grow

from combination of pure Jatis with each other. The Jatis which

seem to be the fore-runner of later Indian Ragas and Ragipls

were sometimes, heptatonic, sometimes hexatonic and sometimes

pentatonic. And they had ten characteristics such as, Graha,

Amía, Tara, Mandra, Nyasa, Apanyisa, Reduction, Amplifica-

tion, hexatonic treatment and pentatonic treatment.?? Among

these, Graha has been sometimes considered to be equivalent to

"clef" of the western music. Amda has been rightly compared

18. Danielou calls it "intercalary note". See XXVIII. 34-35.

19. Fos the meaning of Jâti sce the note on XXVIII. 38-39 (p. 14), A

Danielou's interpretation of the word does not seem to be convincing (see Northern

Indian Music. pp. 101, 122-123). See also XXVIII, 38-44.

22. See XXVIII. 74-100.

9

the Srutis to Jati ragas or Jatis.

were of two kinds; pure (suddha) and modified (vikrta).

In the Sadja Grama the pure Jatis are Sadji, Ärsabhi, Dhaivati

20. See XXVIII. 44.

21. Ibid.

2
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with 'the Governing note' or 'the Keynote' of the western music.

The Nyasa also has been compared with the cadence of the

western music probably with some justification. The other

terms in this connexion do not seem to have any equivalent

in the western music.
(12) The Jatis and their connexion with the Sentiments: As songs

included iu the preformance of plays were meant, among other

things, for the evocation of Sentiments according to the require-

ment of theatrical production, the Jati songs had a distinct part

to plar in this regard. Hence the theorists have assigned them

according to notes constituting them, to different Sentiments.?8

For example, the Sadjodicyavati and the Sadjamadhya are to be

applied in the Erotic and the Comic Sentiments respectively,

because of Madhyama and Pañcama in them. The Sadji and the

Arsabhi are to be applied in the Heroic, the Furions and the

Marvellons Sentiments after makingrespectively Sadja and

should be the Jati to be sung in the Pathetic Sentiment.

note should be applied

in the Odious and the Terrible Sentiments. Besides this, the

Dhaivati is applicable in the Pathetic Sentiment and similarly

the Sadjamadhya is to be applied a connexion with madness.

(i) The Dhruvas: The dramatic songs per excellence were the

and
Paui regularly occurred. They were of five classes such as

respectively to entrance (pravesa), diversion (aksepa), departure

the progress of plays, 24

Themes of various Sentiments sung at the entrance of
characters in the stage are called Prävesiki Dhruvas. 25

Songs sung at the exit of characters to indicate their

Antara Dhruvas were sung to divert the attention of the

24. See XXXII. 26-27.

25. See XXXII. 365.

26. See XXXII, 366,
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Rsabha their Graha note. The Naisadi with Nisada as its Amsa

note and the Sadjakaisiki with Gandhara as its Ansa note

The Dhaivati with Dhaivata as its Amsa

Dhruvas in which Varua, Alamkara, tempo (laya), Jati

Pravesi:i, Aksepiki, Naiskrämiki, Prasadiki and Antari related

(niskrama), calming «(prasada) and transition (antara) in course of

going out are called Naiskramiki Dhruvas.?&

23. See XIX. Iff,
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audience from some shortcomings of the performance or when

the principal characters became gloomy, absent-minded, angry

Prasadiki Dhruvas were sung for claming the audience after

they witnessed something which roused their feeling very much. ?8

Äksepiki Dhruva was sung ou occasions like one's being

captured, obstructed, fallen, attacked with illness, dead or in

The dhruvas from their detailed description seem to have

been a sort of "background" music suggesting acts and moods

of different characters in a play. Aud the suggestion had its

vehicle in the contents of songs as well as in their metre, 3o

language,"' tempos" and T'alass The two Vinās which were

to follow the Dhruvasa also added to their power of suggestion.

of superior, iuferior or middling class should relate to objects

comparable to them in quality 3 In case of gods, and kings the

comparable objects were the noon, fire, the sun and wind

and iu case of Duityas and Raksasas they are clouds, mountaius

and seas. &

Ex. (i) The moon which has its body covered with the

canopy of clouds and has been robbed of bealty by the rays

of the sun, and which has become colourless due to the advent

of the worning, is no longer chasing the darkness with its

(very bright) smile.

(11) Here arises in the sky the sun the lamp of the

world. He is clad with myriads of rays, and his warmth is

(ili) The strongly blowing wind, shaking the tree-tops

with constant rustle, moving about at the foot of the mountain

27. See XXXII. 367.
28, See XXXII. 368,

29. See XXXII. 373.
30. See XXX11. 37ff,

34. See XXX11. 499-500

35. See XXXII, 407

36. See XXXII 408 and the notes.

etc. 27

swoon. 28

(i) Contents of Dhruvas : Dhruvãs in case of men and women

adored by Brähmins and Munis.

31. See XXXII, 440 ff.

32. See XXX11, 32 ff.

33. Ibid.
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and raising up dusts red and brown, is running along like a

very angry person.
(ir) This cloud looking like smoke is roaring and with

its lightning, is, as it were, piercing the earth, and like a

terrible elephant, it is pouring quickly masses of water to cover

the entire world.
(v) With his head struck by lightning this lord of moun-

tains sleeping under heat of fever, sinks down as it were into

the earth.

waves, has its birds scared by swiftly blowing wind, has more

waves due to perturbed fishes, has the sound of agitated clouds,

suddenly appears now angry at the moment being surrounded
by high mountains.

Iu case of Siddhas, Gandharvas and Yaksas the comparable

objects were the plants, stars and bulls, and for those persons

engaged in the practice of austerities, comparable objects
were the suu, fire and wind.s

Ex. (i) Ou learning that the moon in the sky has lost her

beauty on being eclipsed by Kahu, the stars are weeping, as it

were, in great grief, and are shedding tears in (the shape of) their

rays.

(ti) The sun of unparalleled brightness which is the crown

of the eastern mountain, andis adored by Brähmins and Munis,
is moving about in the sky.

Cranes, peacocks, Kraunca, ruddy geese and lakes with
Kumuda flowers have qualities (enough) to be compared with
middling characters. & 8

Ex. (i) The female crane which dwells in the lotus-lake
is moving to her dearest one's abode on the beach of the river.

At the appearance of clouds the peacocks are dancing.

(iii) The cakravaki with her lover is passionately moving
about in wates

The cuckoo, bee, crow, osprey, owl, crane, pegion and
kadamba are compared with inferior objects. 3e

37. See XXXII 409 and the notes

38. See XXXII 415 and the notes.

39. See,XXXII 416 and the notes.
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waves, The seas obe vie thy is due to the sies and

(ii)
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Ex. (i) The cuckoo which has always a voice sweet to ears,

is roaming about in the vernal forest where the Cuta, Tilaka,

Kuruvaka and Asoka trees have flowered and attracted humming

bees, is creating intoxication in young damsels.

(ii) O fair one, the bee after roaming for a loug time in

the lotus-lake, is now flying through the sweet-smelling Cita

forest adored by spring, and it has a desire for tasting the asava

(honey) from the mouth of its female companion.

(ili) At the close of the night the terrible owl which had a

fearful hooting, has behind it a group of chasing crows, and it is

(now) hastily searching for its own hollow (of the tree).

But the wives of superior, middling and inferior characters

were compared with another set of objects or animals. The

night, earth, moon-light, lotus-lake, female elephant and the

river were compared with the wives of kings. 1u

Ex. (i) The night which has rays of the 100n as her

necklace, the stars as the head-ornaments, and planets as orna-

ments of other limbs, looks beautiful like a youthful wonau.

(ii) The humming of bees declares, as it were, that the

shining while it is surrounded by lovers of lotus.

(iji) In the great mountain ravaged by wind and struck by

lightning, the she-elephant is weeping (in distress).

Similarly, lake, osprey, creeper, female crane, pea-hen aud

female deer were compared with wives of middling characters

as well as courtesans." A hen, bee, crow, cuckoo and owl of

the female species, were comparable in Dhruvas to wives of

inferior characters. *'

(k) Metres of Dhrwas : Metres of varying length of their feet

were suited to suggest different movements, situations and senti-

inents.' For example, in the various acts of gods when there

was uo obstacle, the Anustubh metre was to be used, and metres

(1) Language of Dhruväs: Though the general rule about

40. See XXXII 418 and the notes
41. See XXXII 419 and the notes
42. See XXXII 420 and the notes

lotus-lake which has just now opeued beatifilly its lots-face, is

like Mala, Vaktra and Aparavaktra were suiter. to Prävesikl

Dhruvas, and Puta and Culika suited to Naiskramikt Dhruvis.

43. See XXXII 427 ff, ¡ 444 ff.



Dhruvas was that they were to be in Saurasenl, some times

Magadhi, Sanskrit and half-Sanskrit also were used.'* Magadhi

was evidently used in case of inferior characters. But Sanskrit

was prescribed for heavenly beings, while in case of human

beings half-Sanskrit was used. This half-Sanskrit was possibly

something like the language of the metrical portion of the

(1) The Tala and Graha of Dhruvas: Definite instructions
regarding the use of Kalis aud Padapata show the important

part Tala played in singing of Dhruvas. The NS. devotes one

long chapter XXXII over a very complex system of Tala to be

used in all kinds of musical performance including the singing

of Dhruvas. Besides this, there are special rules of Grahas for

(1) Special suggestibility of Dhurvas: Besides suggesting the

situations and moods of characters, Dhruväs suggested also

the time of different happenings. For example, the Prävesik!

Dhruva was sung to indicate anything in the forenoon and the

Naiskrämiki indicated anything occurring throughout the day

and night. And gentle Dhruvas indicated the forenoon, while

the pathetic Dhruvas indicated the happenings in afternoon and

evening. 1o

3. The Instrumental Music

It has been suggested before? that the study and analysis of

notes in cougs began probably after the instruments of music were

invented and considerably improved. The description of
Varpas and Alamkatas given in the N$, in the chapter on stringed

instruments seems to suggest this. It is also clear that the stringed

instruments (tata) especially the Vina, played the most important

part in this connexion. Besides the stringed ones there are also

two other kinds of instrument. They are hollow (jusira), and the

covered (avandha) or iustruments of percussion.

47. See above p. 6 of this Introduction.
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Mahavastu.

such Talas in connexion with Dhruvas.

44. See XXXII 440 F.

45. See XXXII 471 ff,

46. See XXXII 464 fl.
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(a) The Stringed Instruments :
(1) Varnas: Varuast produced in a stringed instrument, *°

as they are in the ascending (ārohin) or descending (avarohin) order
or are repeated (stayin-staying) or are mixed in form, are

called respectively Ascending, Descending, Monotonic or Mixed

(i1) Alamkaras: The Varnas in their different combinations

give rise to thirtythree Alankaras. But this number varies

with authors according as they are early or late. The Alamkaras

as its name implies is meant for embellishing the instrumental

music. T'anas seem to be the vocal counterpart of the Alamkaras

of the stringed instruments.81

(iii) The Gitis: The NS mentions after the Alamkãras four

Gitis (lit. songs). But their special connexion with the stringed

instruments remains obscure. Gitis have been described by some

as an ancient system of classification of rhythmn. s

(iv) The Dhatus: (radical sounds). 5s The playing of stringed

instruments have four kinds of Dhatus (radical sounds). They are

subdivisions, and they relate to different types of stroke, their

pitch, number, grouping and the manner of production. For

example :

(growing out of coutrast), Samavayaja (growing out of combina-

(growing out of mere succession).

48. Modern writers except Danitiou have mostly ignored this. A. Daniélou

(NIM p. 99) translates this as "Melodic movement". SceXXIX 17-18 and the notes.

49. Vocal Music also includes Varnas.

50. A. Daniélou translates this as "Ornamental vocalization" (Northern

Indian Music p. 102). Other modern writers except Krishnadhan Banerji have

ignored this. His treatment (G.S.I.p. 124) however is very short.

51. It seems that with the development of the Raga music, Alamkăras and

Varnas which constinted them became less important in the eyes of musicians.

Hence in spite of their use no one paid special attention to them.

52, HIMANSU BANERJI thinks that an old system of classification of

rhythm depended on the Giti and it also included special formation of syllables and

variation of speed, See GS. II pp. 72-73. Other modern writers ignore this
altogether. The function of Giti in the dramatic performance is not clear.

53. See XXIX, 82 ff. and the notes. Modern writers ignore this altogether,

Varnas.

Vistara, Karana, Aviddha and Vyañjana. All of these have

(1) The Vistara includes four kiuds of stroke: Sanghataja

t1011). Vistaraja (growing out of amplitude) and Anubandhaja
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(2) The Karaua Dhatu consists of three, five, seven or nine

strokes or all these combining and ending in a heavy stroke.

(3) The Aviddha Dhatu consists of two, three, four or nine

strokes made gradually and slowly, or a combination of these.

(4) The Vyañjana Dhatu consists of touching a string simul-

taneously with the two thumbs, striking a string simultaneously

with the two thumbs, striking a string with the left thumb after

pressing it with the right one, striking it with the left thumb

only, and striking with the left forefinger only, etc.

(V) The Villis: The Dhatus described above relate to the

three Vittis in which the stringed instruments are to be played."

The Vittis or styles of Procedure are three: Citra, Vitti and
Daksina. They take their character from the kind of instrument,

its Tala, Layu, Giti, Yati und the Grahamarga (way of beginning)

resorted to il a performance. For example, in the Citra, the
Magadhi Giti, coucise iustrumental music, Tala of one Kala,

quick Lava, level Vati and Anagata-Graha preponderate. In the
Vitti style of procedure the Sambhavita Giti instrumental music,

* * the time-measure of two kolas, the tempo medium, Srotogata

Yati Sama Grahamarga are preponderant. In the Daksina style,

the P'rtliula Giti, Tala of four Kalãs, slow tempo, Gopuccha Yati

and Atita Grahamarga are preponderant.
These three styles of Procedure give quality to the

instrumental music as well as to the soug.
(v1) The Jätis of the Instrumental Music : Styles of Procedure

described above give rise to the Jätis'" of the instrumental music
when Dhatus of different kind are combined with these. For
example, Vistara (expansion) Dhatus give rise to the Udatta
Jati of the instrument, the Vyañjana Dhatus the Lalita Jati,
the Ãvidala Dhatus' the Ribhita Jati and the Karana Dhatus
the Ghana Jati.

Among these, the Udatta Jati seems to possess a general
character, the Lalita Jati is noted for its gracefulness, the Ribhita
Jati is characterised by its frequency of strokes and the Ghana
seeins to be chiaracterised hy its proper observance of quantity of
strokcs.

(vii) The special manner of playing the Vina: After giving

54. See XXIX. 102 ff. and the notes. Modern writers ignore this altogether.

55. See IXIX. 105 fr,
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detailed instructions about the different aspects of the stringed

instruments, the NS, mentions three kinds of music produced

The Tattva expresses properly the Laya, Tala, Varya, Pada

Vati and Aksara of songs.

The Angata is the instrumental music following a song.

Aud the Ogha is the music which abounds in the Aviddha

not care for the meaning of the soug.

(vili) The special manner of playing the Vipancs: Like the Viua

which is to be played by fingers, the Vipañcl which is a Vina

with nine strings is to be played with a plectrum. It seems to

have six ways of producing Karauas from it. Karanas here, as in

the case of dance, seeins to have been minor patterns made up of

notes.

(ix) Playing of stringed instruments before the Preliminaries: The
twelve kiuds of Bahirgita or musical performance held before the

actual beginning of a play, included playing of stringed iustru-

ments. This seems to have been a musical prelude to prepare

the audience for the dramatic spectacle which was to follow.

Very elaborate instructions as regards the uotes, T'ala and Laya,

etc., of the twelve kinds of music described, shows with what

seriousness the ancient masters looked to every part of a dramatic

performance from the stand-point of music.

(b) Hollow Instruments :

Hollow (susira) musical instruments were originally made of

short Vainsa (flute). In later times flutes were made of wood, ivory
and of different kinds of metal. Notes of a flute were known to

consist of two, three and four frutis, and according to their

manner of production they were shaken (kampita), half-open

changed the character of a note of the Vlua, so addition of a Sruti

gave rise to a changed note.

56. For the indentitication of Vina and its different parts see A K.

34988
60. See XXX. Iff.

by the Vina." They are T'attva, Anugate and Ogha."'

Karayas, has the Uparipani Grahamarga, quick Laya, and does

Vanda (bamboo).*• Hence they were called Vama-vadya or in

(ardha-mukia) and fully open (vyakia-mukla). Just as additional Srutis

Coomaraswamy's Parts of a Vina in JA)S, Vol, 50. 1930 (PP. 244 ff).

See XXIX. 108 ff.
58. See XXIX. 114 ff.
59. See XXIX. 122 ff.

225. 1052
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The note produced from a flute-hole thoroughly free from

finger, consists of four Srutis, that from a hole with a shaken

finger placed on it, consists of three Srutis, and a note consisting of

two Srutis is produced from a hole partly free from a finger ou it.

All these are the notes in the Madhyama Grama. Notes of the

Sadja Graina will be as follows :—

Sadja, Madhyama and Pañcama will arise from a hole fully
open, Dhaivata and Rsabha from a hole covered by a shaken
finger, and fron a hole partly free from finger Gandhãra and

Nisada will arise. Nisada and Gandhãra coming respectively in

justaposition with Sadja and Madhyama and modifying them-
selves in characteristic rutis, will give rise to Overlapping (Svara-

According to the NS, the notes of a flute should be perfected

with the help of the Vina and the human throat. The very notes

which the singer has attained, should be sung in accompaniment

of a flute. A unision of the human throat, the Vina and the flute

is specially praised.

(c) Covered Instruments (Instrument of Percussion) :

The chapter on Covered musical instruments begins with a
legendary account of their origin. The story goes that one day
the sage (mun) Svati watched the sounds that torrential rains made
on the lotus-leaves in a lake, and got therefrom the suggestion
of making drums. Drums give rise to regular notes, Karanas®8

more important than the rest, are used much in
connexion with the production of plays. Drums called Bherl,

deep and loid sounds. os

(i) The Vaskarara: The various syllables (sixteen in number)
available from the drums are as follows:

combined with the vowels a, a, i, 1, u, li, e, ai, o aul, am

63. See XXXIII. 129 ff.

64. See XXXIII. 65-91.
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sadharana) and the Kakali notes.

and Jatis.8 But among them the Mrdalga, Pauava and Dardara
(Dardura)

Pataha, Bhambha, Dundubhi and Dindima are merely for very

i, kh, gogh, t, th, d, i t, th, d, dh, m, I 1, 1 and h

61. See XXXIII. 1 ff,

62. See XXXIII. 91 IT.

65. See XXX111. 27,
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ah; they give rise to all the Vaskarana or Bolo of the modern

drummers.

(12) The music of drums has the following aspects®?:

Four Margas,Vilepana (plastering), six Karanas, Three
Yatis, three Layas, three Gatis, three Pracaras, three Sanyogas,

eighteen Jatis and twenty Prakãras.

Hence it is apparent that the playing of drums was a pretty
complex affair.

All the three principal drums, had their own peculiarities

of technique, in spite of their having some common features in

this regard. Thus there were almost endless varieties of playiug

of drus, and these were to accompany the various activities

of different types of character on the stagers. For example,

in walking and other movements, the experts were to provide

for playing of drums with Talas of three or four kalãs, after

considering the tempo and the manner of walking of characters

concerned. Iu case of movements of boats, chariots, and aerial

cars, birds, moving heavenly bodies, the playing of drums

should be by ruuning the fingers on the surface of the drums,

or by Catuskala strokes with two hands alternately. In case

of sorrow, suffering, illness, cure, death of dear ones. loss of

wealth, killing, imprisonment, vow, austerity, fasting, etc. the

playing drums in the Utthapana should be according to the

Alipta-marga mentioned before.

This playing of drums varied as the character concerned

were superior, middling, inferior or male, female or hermaphro

dite. The NS lays down elaborate rules in this regard.

(ili) Making of Drums. Elaborate rules have been given about

the making of drums®s. Characteristics of good hides to

cover them have also not been left unmentioned'o. There

were elaborate ceremonies prescribed for the installation of

6б. See XXXIII, 30, 40, 42.

67. See XXXIII. 37 f. The test enumerating the three Jätis and the three

Layas contain a misprint (omission).

70. See XXX111. 250 Ff.

three Papis, five Pani-prahatas, three Prahãras, three Marjanãs,

68, See XXXIII. 227 Ff,

69. See XXXIII. 242 Ff.



drums, in connexion with which various deities were to be

worshipped?
(iv) The chapter on drums after describing in detail the

characteristics of good drummers?3, of a good player of Midaiga?8and Pauava, the general rulesof drumming'" and qualities
of the Mrdarigal, emphasizes the importance of drumming

as follows :

"One should first of all bestow care on the playing of

drums. For this playing has been called the basis of the
dramatic performauce. This playing, and songs being well-
performed the production of plays does not run any risk"e

MI. LITERATURE UN ANCIEN'T INDIAN MUSIC

(al) Nãruda. Narada mentioned repeatedly in later literature
on music, seems to be the earliest writer on the subject, and
the Siksa named after him', appears, apart from its interpolated
passages, to be a very old work, and it may be as old as 600 B. C.,
and its teachings may be earlier still. As one couplet's from it
has been quoted by Patanjali with a slight variation, it is not later

chiefly in the Anustubh metre; and it treats of musical theories in
connexion with the singing of Samas. The fact that it describes

the Gandhara Graina in detail (together with its Murchanas)

shows clearly that it is much anterior to the NS which ignores

altogether this Grama and was written when they become

obsolete. 'The NS quotes the NaS. (1.3.13) at least once (XXXIII.

72. See XXX111. 263 ff.

73. See XXXIII. 295-296.
74. See XXXIII. 299.

76. See XXXIII, 301.

78.

changed the fouplet to suit his own purpose.
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1. Early Writers (c. 600 B.C.- 200 A.C.)

thau 200 B.C. Like the Pauinlya Sikça (c. 600 B.C.) it is written

71. See XXXIlI, 259 f.

75. See XXXIII, 300

77. Nas (Nãradiya-bikçã).

Patanjali reads as ge: tie: Erril qúr al etc. Evidently the author of the Bhâyya
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227) without naming it. As this Siksa discusses the seven notes

in the three Gramas and the Múrchanas and Tanas connected

with them, the Indian Music seems to have been pretty advanced

at the time when this work was composed.

Narada, but not even a fragment of his teaching has reached us,

and we are not sure whether he wrote any work on the subject of

anything was written on his views.

(c) Kohala. In the NS (I. 26) Kohala has been mentioned as
one of the hundred sons of Bharata and as such he was anterior to

the author of this work. From another passage in the N$

'Kohala will speak of the remaining (teachings) on dramaturgy in
a supplementary treatise.' Hence it may be presumed that
Kohala was not widely separated iu time from the author of the

connexion with Tala. T'his is perhaps the earliest reference to

his teaching. The Brhaddesi also refers to Kohala's views no less
than five times while discussing notes, Tana and Jati. The author
uf the Sagitamakarauda also mentious him twice in the chapter

Kohala in the beginning of his chapter ou T'ala. lu his commen-
tary of the chapters ou music, Abhivavagupta while discussing
T'ala, refers at least twice to Kohala. From Abhinava's commen-
rary, it is further learnt that Kohala wrote a work named the
Sangita-meru. Hence it is natural that Sarigadeva has named
him as oue of the old masters.

Two other works the Tala-laksana and the Kohala-
rahasya, have also been ascribed to Kghala'". These may

genuinely reflect the the teachings of Kohala. From all these it

appears that Kohala was a very important early writer on music.

(d) Sandilya and Vaisya. The NS has twice mentioned

Vatsya and Sandilya together. Saudilya not being included

amongst the hundred sons of Bharata, seems to be somewhat

later. But one cannot be sure on this point. Saudilya has not

been quoted in an early work. Only the author of the commen.

tary "Tilaka" on the Ramayapa, mentions him twice in connexion

(b) Svati. Svati has beeu mentioued in the N$ along with

(XXXVI 61) we learn that sesem ularalantrena Kohalah kathayisyati

NS. Kohala's opiuion has beeu referred to in Dattila's work in

ou dance (niya), Parsvadeva in his Samgit-asamayasära names

79. Svams Prejuanananda-Sangita-O-Samokfti (Bengali) vol. 11. pp. 347 f.
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with the Murchand and the Jati®o. And Vatsya is not known to

have been quoted by any work.
(e) Visakhila: Dattilam is the earliest work to mention

Visakhila.81 As we have already seen that Dattila was anterior

to the NS. Visakhila was also a very old writer on music. The
Brhaddesi also once refers to him.. The passage in question

being somewhat corrupt it has escaped the notice of other

writers. It is as follows :

(Tr. Now, what is the difference between the Marchana and

the Tana? Visakhila's view that the Mürchana and the Tana are

identical, is not correct.) Visakhila has been quoted and referred

to at least seven times by Abbinavagupta in his commentary 011

also has quoted from Visakhila in his commenary on Caraka,
Nidãna-sthana, VII. 7.%. The relevant passage is as follows :

(Ir. As has been said

the right hand, the Tala by the left hand, and that struk by both

the hands is the Sannipata.)

(f) Dallila: Another very old authority on music was
Dattila®. Mentioned by the N$ as one of the sons of Bharata, he

is earlier than the writer of this work. But the work going by

his name, tay not be actually written by him; but its antiquity

is great. For the teachings ascribed to him as available in the

text named after him, seems to be less developed than that
available in the N$. For example, according to Dattila, Alamkaras

are thirteen in number while according the N$ (XXIX. 23-28)

they are thirtythree, and later writers further add to their

80. Ibid. pp. 352-353.

82. See page 26.

83. Pages 14, 15, 24, 34, 41, 72, and 86 of the transcript from Baroda.84. ed. Haridatta Sastri pp. 473-474.
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nanu mürchana-tanayol ko bhedah? ucyate-mürchana-
tanayo nunatvantaramm (=stu nârthautaram) iti Visraikhila (=

Visakhilah) etaccâssmgatamn.

ch. XXXVIII of the NS. Cakrapãnidatta (c. 1lth century)

Yad uktam Visakhina (wrong reading for Visakhilena)

samya daksina-hastena vamahastena talakah /

ubhabhyam vadanam yat tu sannipatal sa ucyate / /

by Visakhila, the Samya is struk by

number. The Brhaddes1 makes quotation twice (pp.29-30 ) from

81. Dattilo, Il. 177.

85. ed. 12. Sambasive Sastri.
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Amara-kosa (ed.R.G.Oka, Poona, 1913) also quotes passages twice

Abhinavagupta in his commentery on the chapter XXVIII

of the NS, has quoted passages from Dattila no less than ten

Sarvananda) also quoted from him the following: Mukham

appears that Dattila wrote not only on music, but also on

2. The Date of the Nayyasastra.

In the Introduction to the volume I of the present work

the translator wrote "it may be reasouable to assume the

By the Natyasastra was meant the present text of the work

including some spurious passages (p.LXV) Hence the date of the

N$ in its original form will be earlier. After making a closer

study of the concluding chapters, the translator is inclined to

sipport the view of the late Haraprasad Sastri who concluded
that the work belonged to 200 B.C.*: But the question will be
taken up later on.

3. Early Medieval Writers on Music (200 1.C.-600 A.C.)

quoted in the Brhaddesi (p.4). But it is difficult to identify him

with Visvavasu the king of Gandharvas who according to the

Mahabhãrata was an expert in playing a Vina.

(b) Tumbure. Tumburu's view also has been quoted in the

Brhaddest (p.4). But due to the corrupt nature of the passage

quoted, this has escaped the notice of the earlier writers. The

passage in question is as follows :-

86. See the Introduction to this text (Baroda ed.)

Dattila. Rsirasvamin (11th century) the commentator of the

from Dattila.

times. And another comentator of the Amara-kosa(Vandyaghafiya

pratimukhain caiva grabho vimarsa eva ca etc.. lirom this it

dramaturgy.

existeuce of the Natyasastra in the 2nd century. A. C. (p.LXXVI).

(a) Visuavasu. The view of Visvavasu on Sruti has been

Apare tu vata-pitta-kapha-sannipata-bheda-bhinnan! catur-

vidham srutim pratipedire. tatha caha Tumburuh (the last word

wrongly read as caturah) : uccaistaro divani rukso vijãeyo vatajo
(wrongly valajah) budhaih. gambhiro ghanalinasca (wrongly
nilasca) jüeyosau pittajo dhvanih. snigdas ca sukumarasca

87. See IPASB, Vol. V. (N. S.) Pp. 351 fl,; also vol. VI pp. 307 A.



This quotation from Tumburu occurs in a correct from
in Kallinatha's commentary ou the SR (1.3.13-16). Some writers

think on the basis of the occurrence of the expression "Tumburu-

wrote a play. But this tumburu-nataka seems to have meant a

kind of dance-drama originating with Tumburu.

(c) The Markanderapuiona. Though not a work on music, the
Markandeya-puraua may be considered in the present connexion;

because it gives us valuable informations regarding the musical

theory and practice at the time of its compilation. Though here

is no direct avidence about its exact age, scholars are agreed

about its great antiquity, and according to Pargiter who studied

this work very closely, its oldest parts may belong to the third

century A. C.%. This suit very much the data of music obtained

from it. For, it mentions the seveu saras (notes ), seven Grama-

ragas, seven Gitakas and as many Marchanas, fortynine Tanas,

the three Gramas, four Padas, three Kalas (wrongly Talas ), three

Layas, three Yatis and four Atodayas. Except the Grama-ragas

mentioned in this Purina, all other terms occur in the NS. The

Grama-rigas are ignored by the NS. They are probably related

to the Grama-geya-gana (songs to be sung in a village) of the Vedic

Sama-singers as distinguished from the Sama-singers' Araynya-

gana or forest songs which were taboo in villages. It seems
that the terin which may be earlier the NS was not recognised by

the NS, for some reason or other. The three Kalas might also

relate to the time required to pronounce short, long and pluta

syllables. From these facts, it may be concluded that the Mk.

Purana was not compiled inuch later than the NS. Those who
assigu a lower date to the Purana refer to the Devl-mahatmya

(ch.81-93) which in their opinion is not much earlier than 600

A.C. This however seems to he far from justified. For Durga

glorifed in this Puraua was already an important deity in the

later Vedic period, the Devl-sükta being a part of the Khila-

88. Winterniz. Vol. I. p. 560. The chapter 23 of the Mk. Purine has been

critically edited and published by Alain Danielou and N. R. Bhatt in "Textes des

Purina sur la theorie musicale,' Pondichery, 1959. It reached the present author
late.

89. Winternity, p. 167.
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madhurah kaphajo dhvanih. trayanam gupasamyukto viñeyo*

sannipatajah.

nataka' in Locana's Raga-tarargini (12th century) that Tumburn
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portion of the Rgveda. Hence the Mk. Purana may very well be

placed in the 3rd century A.C.

sidered in connection with the medieval writings on music.

For it contains two chapters (86-87) which treat of the Murchanas,

Tanas and Gitalamkarase. Even if these two chapters are in a

very corrupt state, from them one can form a fairly correct idea

about the musical teachings of the time. Though this Purana des-

cribes the rule of the Gupta dynasty as it was in the 4th century

A.C."', and though the Guptas, oue very great among them being

Samudragupta, were patrons of music, these two chapters seem
to repeat only what is already available in the N$, except that
they give the number of Alamkaras as thirty. (The second half
of the first couplet of the chapter 87 should be emended as follows:

NS gives the number of Alamkaras as thirty-three (XXIX, 23-28).
Another new information available in the Vayupurana is the
affiliation of Tanas to different Vedic sacrifices. Due to a loss of
some slokas between the two hemistichs of the couplet 4l of the

chapter 86, some writers were led to attach these names to

been taken from the Vayupurana, they must have been taken from

a common source by both these works.

the view of Nandikesvara on the Murchana. Frown this we learn

that he recognised a class of Mürchana consisting of twelve notes.

We also know one Nandikesvara as a writer on abhinaya (gesture)

and Tala. And the two may be identical. The Rudra-damarid-

also ascribed to Nandikesvara. This also may be from the

hands of Nandikesvara the author on abhinaya etc. But before

the work has been critically studied, one cannot be sure about

as we have seen elsewhere? was posterior to the 5th century.

90. Svan Prejianananda has printed these in his vol. Il of the Sangita

chapters on music. But these are not uf much importance in the present connection.

92. See the Introduction to che Abhinayadarpana ed. M. Ghosh (2nd ed).
Calcutta, 1957.

(d) The Vazuburana, The Vayupurana also should be con-

trimsat ye vai alamkãras tan me nigadatah synu (see s1.21 below). But the

Mirchanas. If these slokas occuring in the Brhaddesi have not

(e) Nandikesvara. The Brhaddes quotes (p.32) in one passage

bhava-sutra-vivaranam a commentary on the Mahesvara-sútras, is

this. And Nandikesvara the author of the Abhinaya-darpana

---

O-Samskrti, pp. 484 ff. The Visnudharmottara (C. 8th century) also contains some

See Textes des Purana surola theorie musicale ed. by Daniélou and Bhatt.
91. Winternitz. op. cit, p. 554.

4
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• 4. Medieval writers of the Transitional

It was during this period that the Ragas of later Indian
music slowly developed from the Grama-ragases of early
medieval music, which have been mentioned in the Markandeya
Puraya. The Giti or the Bhasa-giti of various kinds mentioned
in the Brhaddesi®* had probably connection with this Gramaraga.

And from this work, it is also learnt that Sardüla recognised

their number as five, viz. Suddha, Bhinna, Vesara, Gaudi
and Sadharani. Kasyapa seems to agree with Yastika in this
regard; but one cannot be sure ou this point. The personal
view of the author of the Brhaddest is that the Giti is of

Bhasagiti and Vibhasagiti. It is probably to demonstrate the
fuller nature of his own classification, that he brings in the

view of his predecessors, which have been mentioned above.
The evidence at our disposal for ascertaining the time of
these authorities is meage. But we are possibly not quite
helpless in this matter. For, the term Bhasagiti seems to give

soine indication as to the upper limit to the age of these
teachers. It seems to be evident that bhasa in this connection

is nothing other than the desa-bhasa or regional dielects or
languages, and that is the reason why the songs composed
in desa-basa were also called Desi from which the Brhaddesi
derives its name. Now bhasa came to be accepted as a vehicle

of literary expression as early as the 6th century A.C.; for
Banabhatta mentions among his friends one Isana who was a
bhasa-kavi or a poet writing in bhasã.? Hence it may naturally
be assumed that bhasa attained some prestige at that time in
connection with the music also. In all probablity Sardila who

recognised one kind of Giti called the Bhasagiti, might have

93. See above p. 24.
94. See page 82.

Bulletin of the School of Oriental Studies Vol. 1 (1917-20), Griereon,Indo-Aryan Vernaculars, Chapter II, p. 65.
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Period (600 A.C.-1000 A.C.)

(a) Sardula, Matanga, Vastika, Kalyapa and Durgasaskli.

only one Giti called Bhasagiti, Matalga two Gitis, Bhagagiti
and Vibhasa-giti, Yastika three of them named Bhasagiti,
Vibhäsagiti and Antar-bhasikagiti. Durgasakti however gave

seven kinds: such as Suddha, Bhinnaka, Gaudika, Ragagiti,

-
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been an younger contemporary of Banabhatta. Matanga, Yastika,

Kasyapa and Durgasakti all of whom might have followed

him in later centuries, probably one after another, added to the

number of Gitis or Bhasagitis. The new era reached right down

to the time of the author of the Brhaddesi who seems to have

fourished about the l0th century A.C. when the Bhasa-

movement may be said to have culminated in the development

of New Indo-Aryan languages and bhasa became the vehicle

of the classical melodies of the Raga-type.

(b) The Bhaddest. The work ascribed to Matanga cannot

be taken as a work written by Matalga. For as we have
seen above, Mataiga's view has been quoted in the work

itself along with the view of other earlier writers. Hence it

seeins have been compiled by some one other than Mataiga

himself, and was ascribed to the old master evidently for giving

it a greater authority. About the date of this work we have

given our view above. The fact that Sarigadeva recoguised

Durgasakti's view about the number of Gitis in opposition

to the one given by the author of the Brhaddesl®®, probably

shows that the two authors were not widely separated in

time. The Brhaddest extensively makes quotationform
the NS.

5. Late Medieval Writings (1000 A.C.-1300 A.C.)

(a) The Sangita-makaranda. This work or ascribed to

Narada, was evidently not from the hands of the author

connected with the Siksa named after him. The fact that

the Ragas known in later music make their appearance

in it, speaks for its lateness. As it has, been utilized by

Sarigadeva (1210-1247 A.C.) it may be tentatively placed in

the 11th century A.C.

(b) The Raga-tarangini. This was composed by Locana-

Kavi, the court-musician of the king Vallalasena of Bengal.

It was written 1160 A.C."*, the year of Vallalasena's accession

96. See SR. 11. 1.7.

Vol. 1, 1350 (B.E.) Songs of Vidyapati available in the present text of theRadatarangins are evidently a later interpolation and hence do not determine its
date. See ibid.

97. Ed. M. R. Telang.
98. See Kshitimohen Sen, Banglär Sangicacarya in the Gitavitana-värsikr
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to the throne. He therefore lived one generation earlier than

Jayadeva the celebrated author of the Gita-govinda which
was a lyrical poem to be sung with musical accompaniment.
From the Ragataraigiul it is learnt that the author also wrote

other works such as the Raga-gitasamgraha. But these have not
come down to us. Locana's work mentions twelve basic

owe their origin.

(c) The Sangila-samayasara. This work" was written by
Parsvadeva of whom we do not know anything more. He was
probably a Jain; and as he names Bhoja'"o and Somesvara'01

he was later than these personages. But Sarigadeva who

mentions them does not mention Parivadeva. Parsvadeva
therefore may be placed in the 13th century A.C. and inay
be considered to be a contemporary of the author of the
Saigita-ratnakara. Parsva's treatment of Ragas though pretty
exhaustive, is shorter than that of Sarigadeva.

(d) The Sangita-ratnakara. This is the most exhaustive treatise

on Indian music. It was written by Sarigadeva (1210-1247)
a South Indian whose grandfather was a Kashmirian. In the

seven chapters of the work, he treats of notes, Ragas,
miscellaneous topics, musical compositions, rhythms, musical
instruments and gestures. He describes Sruti, notes, Gramas
including the obsolete Gandhara Grama, Murchana, Tana,

notes very clearly, and summarizes whatever has been said by
his predecessors. This gives the work a special importance
in connection with a critical study of the NS. Many things
occurring iu thislatter work when otherwise obscure, become
elucidated as soon as they are compared with similar items
discussed in the Sargita-ratnakara. As Sarigadeva elaborately

describes the Ragas with their late developments, his work
serves, as a bridge between the tradition of the N$ and the

works written in late medieval times (after the 13th century)

which almost exclusively treat the Ragas and their different
varieties. As these works are not of much importance regard-

ing the study of Indian music in its ancient and early medieval
aspects, we refrain from mentioning them.
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(janaka) Rägas to which eighty-six derivative (janja) Ragas

Varya, Alamkara, Jati, Vadi, Samvädi, Vivädi and Anuvadi

---
99. Ed. Ganapati Sastri, 100. Ibid (II.5). 101, Ibid (11. 5; 1X. 2).
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IV. MORE ABOUT THE ANCIENT INDIAN THEORY
AND PRACTICE OF DRAMA

1. The Three Types of Character

Characters of all kinds male, female and hermaphrodite in.

the ancient Indian plays, were classifed into three types:

superior, inferior and middling', for the purpose of distinguish-

ing them by assigning to them special movements to be followed

by appropriate music and drumming. Division of Heroes
(nayaka) and Heroines (nayika) into four classes, had also included
the same purpose.

2. The Prominent Position of the Nataka
From the very detailed description given in the N$ of the

various types of character such as the king and his entourage,
inside and outside the royal palace?, it appears that the Nataka

which usually include such characters, was the most prominent

among the ten kinds of play. The special purpose of the

description seems to have been to help the playwrights who

cannot always be expected to possess a first-hand knowledge of

habits and customs of such characters.

3. The Typical Theatrical Troupe

From a detailed description of the various members of

theatrical troupes®, it appears that such troupes moved from place

to place just like the Bengali Jatrawalas, to give performance

before people of different regions. It is only on the assumption of

this kind that we may easily explain inclusion into the troupe,

of such members as makers of headgears (mukulakaraka) and of

ornaments, the dyer (rajaka), the painter and craftsmen of various

kinds. If like the members of modern theatres of India they

were restricted in their activity to any particular place, there

might not have been any necessity of counting them as members

of theatrical troupes.As communication and transport at
that ancient time were not easy, the treatrical parties did not

3. See XXXV. 89-90.
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1. See XXXIV. 2H,

2. See XXXIV. 29 Ff.



probably like to add to their luggage in the shape costumes and

other paraphernalia of a dramatic performance. Skilled persons

who accompanied them prepared these anew in every region, and

hese were used for a number of performances held in places
not very distant from one another. The Arthasastra of Kautilya

¡eems to envisage this kind of itinerant theatrical troupes.

4. The Playwright as a Member of the Theatrical Troupe

The playwright (natyakaraka)* appearing as one of the
lembers probably shows also that theatrical troupes moved
rom place to place and did not depend exclusively on a fixed

epertoire, but often constructed special plays based on local

istory or popular legends, to suit the taste and interest of

se people before who they were called upon to give a

The position of the playwrights was probably analogous
some extent to their modern counterparts attached to some
ban theatres of modern India, which employ them for salary

ith the purpose of making their dramatic compositions the
clusive property.

5. Distribulion of Roles
The NS lays down some general principles for the

stribution of roles in a play." For example, it says :
"After consideringtogether their gait, speech and

ovement of the limbs, as well as their strength and nature,
e experts are to employ actors to represent different roles lin a

"Hence the selection of actors should be preceded by an
quiry into their merits. The Director will have no difficulty

er the choice [if such a procedure is followed). After
certaining their natural aptitudes, he is to distribute roles to

ferent actors".

To clarify further these principles, the NS adds :

"Persous who have all the limbs intact, well-formed and

ck-set, who are full-grown, not fat or lean, or tall or large, who

THE NATYASASTRA 30.

erformnance.

4. See XXXV. 99.

5. See XXXV.

6. See XXXV. 5-6.
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have vivacity, pleasant voice and good appearance, should be

employed to represent the role of gods.?

"Persons who are fat, and have a large body, a voice like the

peal of hunder, furious looking eyes, and naturally knit eye-brows

should be employed to represent the role of Raksasas, Danavas

and Daityas; for the performance of the male actors [should be]

in conformity with their limbs and movements",&

"Actors of the best kind who have beautiful eyes, eye-brows,

forehead, nose, lips, cheeks, face, neck and every other limb

beautiful, and who are tall, possessed of pleasant appearance

and dignified gait, and are well-behaved, wise, steady by nature,

should be employed to represent the role of kings and princes.?

In a similar manner the N$ gives directions about assigning

roles ofarmy-leaders, councillors (ministers and secretaries)

The directions about the representation of fatigued and healthy

characters show how careful the ancients were about the assign-

ment of roles. For the NS says.

"A person who is naturally thin should be employed in a

play to represent tired characters." 1º

"A fat man should be employed to represent persons without
any disease". 18

From the very elaborate rules quoted above, it appears

that the author of the NS was very careful in the assignment of

roles. His rules were often found difficult to be carried into

practice. But in spite of this, he was not a doctrinnaire in this

regard, and permitted the Directors of theatres to train up

properly persons available, even when they did not come up

to the standard. On this point he says:

"If however, such persons are not available, the Director

should exercise discretion to employ (some one] after a

consideration of the latter's nature and novement as well as

all the States [to be represented]."

10. XXXV. 12.14,

11. XXXV. 15-17.
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Kañcukins, the Srotriyas'° as well as minor characters."'

7. XXXV. 5-6.

8. XXXV. 7-8.
9. XXXV. 9-11.

12. XXXV. 18.
13. Ibid.



"Such persons' natural movements whether good, bad or
middling, should be regulated by a contact with the Director

and then they will properly represent all the States" 4.

6. The Principles of Personation

The N$ also very clearly laid down the principles of
personation. It says "One should not enter the stage in his

own natural appearance. His own body should be covered
with paints and decorations"15.

"In the production of a play, a person in his natural form

of the body should be employed [to assume a role] according to

his age and costume"'e.

"Just as a man who renounces his own nature together
with the body, and assumes nature of someone else by entering

into his body, so the wise actor thinking within himself
that "I am he", should represent the States of another persou

by speech, gait, gestures and other movements"'?.

The stage-representation of characters according the NS,
are of three

These three kinds of representationare described as
follows :-

"When women impersonate female characters and men male
characters and their ages are similar to that of characters
represented, the impersonation is called natural's"

"When a boy takes up the role of au old man or an old
man that of a boy and betrays his own nature, the representa-
tion is called unnaturala".

When a man assumes a woman's role, the impersonation
is called imitative by the best actor. A woman also may
assume if she likes, a man's role in actual practice. But an

14. XXXV. 19-20.

17. XXXV, 26-27.

20.
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kinds: uatural (anurupa) unnatural (virupa) and
imitative (rupanusarini) '8.

•------

15. XXXV. 24.
16. XXXV. 25.

18. XXXV 28.
19. XXXV. 29.

XXxV. 30.
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old man and a young man should not try (to imitate] each
other's manners?1.

7. Special Importance of Women in Dramatic Production
Unlike what was the practice in ancient Greece or in

medieval Europe, ancient Indians had no scruple to employ

actresses possibly from the very ancient times. Hence the

N$ points out their special fitness on certain points.

The relevant passages in the NS are as follows :—
"A delicate person's role is always to be taken up by

women. Hence in case of women as well as gods and men of

delicate nature [women are to assume the roles]. [It is for

this reason that] drama came to be established in heaven

through Rambha, Urvail and the like (nymphs]. And similar

has been the case in king's harems in this world"??. "Want of

fatigue in dance and music, is always considered a quality

women, and a dramatic production partly attains its
sweetness and partly its strength due to this"38.

"This delicate type of production is pleasing to kings.

Hence plays of this class including the Erotic Sentiment,

should be produced by women"'1. An instance of the production

of a play exclusively by women occurs in the Priyadarsika (III)

of Harsa. Also in Cambodia the country which owes its drama

to India, plays are produced exclusively by women?s. In the

palaces of some Sultans of Java too, women are exclusive

performers of dance-dramas?8. It can scarcely be doubted

that this practice had its origin in India in hoary antiquity

and the relevant passage of the NS, quoted above, seems to

support our assumption.

8. Impersonation of a King
Though the N$ has gíven description of a person suited

to represent a royal character??, it closes the topic of impersona-

21, XXXV. 31-32.

22, XXXV. 38-39.

25. See the author's Contributions to the History of Hindu Drama,
Calcutta, 1957, p. 41.

26. See notes on XXXIV. 48-51.

38

23. XXXV. 44.

24. XXXV. 49.

27. XXXV. 9-11.
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tion by giving rather elaborate directions about the
impersonation of a king. On this point it says :

"How are the qualities of a king to be represented by an

actor who has a few wearing apparels? In this connection it has

been said that when dramatic conventions have come into vogue

I have made plays furnished with all these (i.e. conventions)".

"In them (ie. plays) the actor (nata) covered with paint,

and decorated with ornaments, reveal the signs of kingship
when he assumes a grave and dignified attitude and then he

alone becomes, as it were, a refuge of the seven great

"He should move his limbs only after he has been covered

with paints. And trimmed according to the discretion of the

Director and having the Sausthava of limbs, the actor becomes

like a king, and [thus trimmed] the king also will be [very
much like an actor. Just as the actor is, so is the king, and

just as a king is, so is the actor"?.

9. An Ideal Director

Principles and practices of the ancient Hindu drama as

described before, placed a very great responsibility on the
Director of a theatre. Hence the N$ describes the characteris-

tics of an ideal Director as follows :-
should have "a desirable refinement of speech,

knowledge of the rules of Tala, the theory of notes and instru-

ments fin general]". And he who is "an expert in playing the

four kinds of instruments, has various practical experience, is

conversant with the practices of different religious sects, and
with polity, science of wealth and the manners of courtezans,
ars amatoria and knows various conventional gaits and move-
ments, thoroughly understands all the sentiments and the states,

and is an expert in producing plays, acquainted with all arts
and crafts, with words and rules of prosody, and proficient inplays,
all the Sastras, the science of stars and planets and the working

of the human body, knows the extent of the earthly continents,
divisions, and mountains, and people inhabiting them, and

they have, and the names of descendants of royal

29. XXXV. 57-59.

29. XXXV. 60-61.
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divisions (saptadvipa) of the world"28.

He

science

customs
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lines, and who listens about acts prescribed in Sastras, can

understand the same, and puts them into practice after under-

standing them and gives instruction in the same, should be
made a Director,30

V. MORE DATA OF INDIA'S CULTURAL HISTORY

1. Language
The NS mentions besides Sanskrit and the various kinds

By this last term we are probably to understand the so-called

Gatha-Sanskrit which Prof. Edgerton has called hybrid Sanskrit.

His hypothesis about its origin does not however appear to be

convincing. This new nomenclature seems to ignore the
historical circumstances which brought this kind of language

into existence.

2. Metre

In course of describing Dhruvas the N$ has described
various metres. Most of these names are otherwise unknown."'

princes (kumaradhikrta) and refers in this connexion to the views
of Brhaspati who seems to be no other than the old master
of this name repeatedly referred to in the Arthasastra of Kantilya.
This probably points to the great antiquity of the NS. It is

mentioned as a great dignitary connected with the royal palace
was a snatakase i.e., a Brahmaya who has duly finished his
Vedic studies. This seems to give a clue to the sudden rise
of the Suigas (who were Brahinanas) after the Maurys dynasty
declined. Pusyamitra Sung. described by Sylvain Lévi as a

30.
31. XXXII. 440-142.

33. See AS.
34. See XXIV. 73-74.
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of Prakrit the Ardha-Samskyta as the language of Dhruvas,31

3. The Arthasastra

also gathered from the N$ (XXXIV. 75) that Dauvarika"s

XXXV. 65-71.

32. See XXXII.



a"mayor of the palace" was probably a snataka employed as
Dauvarika by the last Maurya king.

translated as members of the (royal) court, is also a very old

warden of princes mentioned in the Arthasastra.
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The Sabbastara mentioned in the NS. (XXIV. 83,98)

word. The Kumarädhikita ( XXXIV. 83,97 ) seems to be the



CHAPTER TWENTYEIGHT

ON THE INSTRUMENTAL MUSIC
Three Classes of Instruments

I shall now explain the formal aspects (lit. rule)

of the instrumental music (atodya). They are as follows :

1. Regular musical instruments' are of four kinds,

2. [Among these,] the 'stringed' are those with strings,
the 'covered' means the drums, the 'solid' the cymbals and
the 'hollow' the flutes.

(1) "afa 9a literally means musical instruments possessed of
auspicious marks'. NS. here considers only the traditional or well-known
musical instruments as auspicious.

*Explaining in detail the importance of stringed instruments

(tata) in the production of a play Ag. says :

And after a while he explains why hollow instruments (susira) in

spite of their affinity with the stringed ones, were not mentioned imme-

diately after these, and then he discusses the position of 'hollow' and 'solid'

instruments in the Orchestra. The relevant passage is as follows :

THE NATYASASTRA

such as 'strined' (lata), 'covered' (avanaddha),' 'solid' (ghana)*
and 'hollow' (susira).

891444416 94487, Ag.



Threefold Application of the Instrumental Music

3. In connexion with the dramatic performance (nataka)
they have threefold application: [that in which] the stringed

instrumento (tata) [ preponderate ], [that in which] the

cation during the dramatic performance (nāt yakrta).

1-5. In the Orchestra of the stringed instruments
(kutapa)', [appear] the singer (gayana) and his attendants?
and players of Vipañci,' Vina' and flute. Players of Mrdaiga
(earthen drum), Panava and Dardura" are [collectively]
called the Orchestra of the covered instruments (lit. in

the rule of the covered instruments).

6. The Orchestra related to actors and actresses
(prakrti)' of the superior, the middling and the ordinary type,
occupies different positions' on the stage during the produc-

Music of all kinds embellishes the Drama
7: Thus the song (gana), the instrumental music

(vadya) and the acting (natya' having different kinds of

seems to give this word a new meaning. See Introduction to the Vol.

that the singer had near him attendants with brass cymbals.

originally to have been a ten-stringed Vina to be played with a plectrum.

^ See note 3 above.

made of bell-metal; some consider it to be a flute. See Apte sub voce.

Dardurika may however be derived from dardura which means a conch-shell
the valve of which opens to the right. See Apte sub voce. But in spite of
all this, Dardura was a kind of drum. See XXXIII. 4.

8XVIII. 3-7) THE NATYASASTRA

drums (avanaddha) [preponderatel, and their [generall appli-

fion of plays (nat yayoga).

(1-5) a a, a a�wa Ag. The commentator again

I. pp. LXXVIf. Here kutapavinyasa should be read as kutapavingase.

Ag. It appears from this

�g. Vipañci seems

5�5�9 1�T; Ag. Panava is a small drum or tabor.

4�41: Ag. describes Dardura as being like a large gong

(6) "See XXXIV. 1-12.

2



INSTRUMENTAL MUSIC

appeals (vividhasraya, lit. depending on different things)?

should be made by the producers of plays like a brilliant entity

Characteristics of the Gandharva

8. That which is made by the stringed instruments
and depends [as well] on various other instruments, and
consiste of notes (savra), Tala (time-measure) and verbal

themes (pada) should be known as the Gandharva.'

9. As it is very much desired by gods and as it gives

much pleasure to Gandharvas, it is called the Gandharva

(i.e. a thing belonging to Gandharvas.)

Sources of the Gandharva

10. Its source is the human throat (lit. body), the Vina

and the flute (vamsa). I shall describe the formal aspects

of (lit, arising from) their notes.

Three kinds of the Gandharva

11. The Gandharva is of three kinds' : that of the notes

(suara), that of the Tala and that of the verbal theme. (pada).

"See note 3 below.

*Kalidasa uses this expression. See Vikram. V. 2. 0. Ag. explaining

why these three different items are to be given unity, says :

�71 In this connexion he rejects the suggestion that the mere
reading of plays can fulfil their purpose, and says :

a1: Cf. Aristotle's view of tragedy (see Introduction to vol I. pp. XLII-

(8) "Gändharva seems to be a combination of the vocal music and the

music of instruments, such as vinà and flutes (See 10 below). From the

Mrcch. (III. 2. 1) we learn that vina as as well human voice charmed

Carudatta in a performance of Gandharva. Ag.'s explanation of marafafa as

94, 98, 102 etc. and XXI, 24, 25, 73, 77 etc. The expression should be

(11) "The three kinds of gandharva seem to be three kinds of musical
performance in which individual notes, beating time, or songs respec-

tively play their principal or only part.

3 [xxvII, 8-11

(alatacakra-pratima.).

X4111).

�wet, seems to be fanciful. See XVII. 92,



I shall describe the characteristics and the function of the

three.
Two Bases of Notes

12. The notes (suara) have two bases: the human

throat (lit. body) and the Vina. I shall speak about the
formal aspects of the notes arising from the two.

Formal Aspects of Music of the Vina

stituted by the regular notes (vidhisvara), are available (lit.

united) in the wooden Vina.

Formal Aspect of Music of the Human Throat

Jätis and Overlapping notes are available in the Vinä of the

human throat.
Aspects of the Verbal Theme in Music

15-17. Consonants', vowels, euphonic combinations

(taddhita), and syllabic and moric metres always relate to the

verbalthemes of musio (pada). These are of two kinds :
composed (nibaddha) and improvised' (anibaddha, lit. not

composed).
Twenty Aspects of the Tala

18-20. Now I shall speak of the Tala. Avapa? Nis-

(13-14) This and the succeeding terms have been defined below.

practically to the Vina or the stringed instruments of its class.

& See note 2 above.

(16-17) 'This and the folloing terms have been defined in XV. 9,

33, 39ff. The akhar of the Bengali kirlan, is probably an example of

"This and the following terms have been defined later on.

*xvIl. 12-20]
THE NATYASASTRA

13-14. Notes (suara)', Gramas, Murchanãs, Tanas, voice-
registers (sthana), Vittis', Overlapping (sadharana) notes.

Varnas, Alamkãras, Dhatus, Srutis" and Jätis which are con-

15. Notes, Gramas, Alankaras, Varnas, voice-registers

(sandhi), case endings (vibhakti), nouns (nama), verbs (akhyata),

prefixes (upasarga), particles (nipata), secondary sufixes

krama, Viksepa, Pravesaka, Samya, Tala, Sannipata, Parivarta,

2 It seems that Múrchanãs, Tanas, Vrttis, Dhatu and Sruti related

• Ibid. sIbid. & Ibid.

the anibaddha pada.

(18-20) 'Here talagatasyapi should be read as talagatams capi.
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formal aspects of the Tala. These [arel in brief about

Listen next in details about the same.

The Seven Notes

21.

Mutual relation of the Notes

22. [According] as they relate to an interval of [more

or less] Srutis, they are of four classes, such as Sonant'

The Sonant and the Consonant Notes

That which is an Amia' [note] anywhere, will in this

connexion, be called there Sonant (vadin). Those two notes

(22) 'For an explanation of this and succeeding terms see below

and GS. I. pp. 462, 163, 467, 168; GS. II. pp. 117-123, MM. p. 9. MH.

According to Dr. A. A. Bake (MM. p. 9.) "the sonant note is the

melodic centre of the melody." See below note 1 of 76-78.

48-49). & See below note 2 on 23. *See below note 1 on 23.

*From its several variants it appears that the term amsa is nothing

but amga misread from some very early ms. For more about this see the

Introduction.

[xxvin. 21-22

Vasta, Matra, Vidari, Anga, tempo (laya), Yati, Prakarana,

Giti, Avayava, Marga, Padabhäga, and Pani are the twenty?

the Gändharva.

On the Notes (soara) :

The seven notes are: Sadja (sa), Rsabha (r),

Gändhãra (ga), Madhyama (ma), l'añcama (pa), Dhaivata

(dha) and Nisada (ni).

(vadin), Consonant (samvadin) Assonant lanuvadin', • and

Dissonant (vivadin)'.

3The text ity ekavimsako should be read as ity evam vimsako.

p. 108.cf. MI. pp. 27-28.

But Mataniga (Bd. p. 14, Il. 1-2) says:

; and Dattilla (18) too says:

faa: turn at a �am. The difference between the two views, is

mr apparent than real. For Sh says M

(on SR. I. 3.



which are at an interval, of nine or thirteen Srutis from

each other are mutually Consonant (samvadin) eg. Sadja

and Nisada in the Sadja Grama.Such
is the case in the Madhyama Grama, except that Sadja
and Pañcama are not Consonant while Pañcma and Rsabha
are so. [On these there] is a [traditional] Sloka :

23. In the Madhyama Grama, Pañcama, and Rsabha
are Consonant while Sadja and Pañcama are so in the Sadja

The Dissonant Notes

The notes being at an interval of [two or] twenty Srutis

The Assonant Notes

Now Sonant, Consonant and Dissonant notes having
been determined (lit. established) the remaining ones are

waf and reconciles this with the view of the NS, and other earlier writers

I.3.49). SR. (I. 3. 40) defines vivadi notes differently. It makes ni

and go, vivadi to ri and dha respectively.

* Matanga (p. 144ff.) says that the mutually anuvadi pairs of notes
are: sa and ri, pa and dha, sa and dha, pa and ri in the Sadja-grama.
Sbh. adds one more pair (ma and ri) to these (on SR. I. 3. 50).

&The Grama may be translated as "scale'. Strangway's theory

about its meaning does not appear to be sound (see MH, p. 106). Weber

thinks that the Greek word gamma in its musical sense, is nothing but a

p. 10). According to Nãrada there is one more Grama named Gandhãra

(NaS. I. 2. 8). SR (I. 4. 5) too mentions this. For more about Grama see

**VIII. 23] THE NATYASASTRA 6

and Madhyama, Sadja and Pañcama,Rsabha and Dhai-
vata, Gändhära

Grãma [only].

are Dissonant' e.g. Rsabha and Gandhãra, Dhaivata and
Nisãda.

to be called Assonant', og. Rsabha, Gandhãra, Dhaivata
and Nisada to Sadja; Madhyama, Pañcama and Nisada
to Rsabha; and Madhyama, Pañcama and Dhaivata to
Gandhara; Uhaivata, Pañcama and Nisada to Madhyama;

(23) ' Matanga (p. 15. 11 11-12) says: 81416 fafa r and Dattila

as follows: a Ma (On SR.

derivation from the Sanskrit word gräma. Indische Streifen, I.3. (Ref.MM.

MH. pp. 108-112.
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Madhyama to Dhaivata. [All these are] in the Sadja

Nisada. As a note [prominently] sounds it is called

Sonant; as it sounds in cosonance [with another] it is

Consonant; as it sounds discordantly [to another] it is

Dissonant, and as it follows [another note] it is called

Assonant. These notes become low or high according to

the adjustment of the strings, and the varying condition
(lit. diversity) of the beam of the Vina and of the sense-
organs. So much about the aspects of four classes of

notes.

Description of the Two Grämas

Now, there are two Gramas: Sadja and Madhyama.
Each of these two (lit. there) include twentytwo. Srutis

in the following manner :

24. Srutis in the Salja Grama are shown as follows :—

In the Madhyama Grama Pancama should be made
difficient in one Sruti. The difference whichoccurs in

Pañcama when it is raised' or lowered by a Sruti and

when consequential slackness' or tenseness [of strings]

occurs, will indicate & typical (pramana) Sruti.* We shall

(24) "Probably due to the exigency of metre, the NS. in describing

here the Srutis of each note, begins from Rsabha.

*Sruti may be translated as 'interval'. Early authorities differed from

one another as to the nature and number of Srutis. Visvavasu thought

they were two, some authority considered that their number was three,

7 [xXVILL. 24

Dhaivate and Nisada to Pañcama; Rsabha, Pañcama and

Grama, In the Madhyama Grama too, Pañcama, Dhaivata

and Nisada [are Assonant] to Madhyama; Rsabha Sadie,

and Gandhãra to Pañcama; Sadja, Rsabha and Gandhãra to

Dhaivata; the same (Sädja, Rsabha and Gandhãra) to

three [in Rsabha],' two [in Gandhara], four [in Madhyama],

four [in Pañcamal, three [in Dhaivatal, two [in Nisada] and

four [in Sadial.

*Utkarsas (increase) fiurata, apakarso (decrease) mandata, Ag.

& Mardavam (slackness) tantryah Sithilikaranam, viparitatuam äyatatuam
(tenseness) Ag.



explain the system of these [Srutis]. The two Vinas with
beams (danda) and strings of similar measure, and with

similar adjustment of the latterin the Sadja Grama
should be made [ready]. [Then] one of these should be
tuned in the Madhyama Grama by lowering Pañcama
[by one of Sruti]. The same (Vina) by adding one Sruti
(lit. due to adding of one Sruti) to Pañcama will be
tuned in the Sadja Grama. This is the meaning of de-
creasing a Sruti (lit. thus a Sruti is decreased). Again due

to the decrease of a Sruti in another [Vinal Gandhãra and
Nisada will merge with Dhaivata and R$bha respectively,
when there is an interval of two Srutis between them.
Again due to the decrease of a Sruti in another (Vinã)

respectively when there is an interval of [threel Srutis.

Similarly the same [one] Sruti being again decreased Pañcama,

Madhyama and Sadja will merge with Madhyama, Gandhara
and Nisada respectively when there is an in interval of four

Srutis between them. Thus according this system of Srutis,

[each off the two Gramas should be taken as consisting
to

this effect :

25-26. In the Sadja Grama, Sadja, includes four

two,.
Madhyama four,

some twentytwo. some sixtysix and some infinite. Views of the anony-

mous authorities tre known from the following couplet of Kohala :

See Bd. pp. 4, 5 ; Sbh on SR. I. 3. 8. 9. For an elaborate discussion
on the nature of Srutis in relation to the seven notes in the ancient
Hindu scale see GS. I. pp. 298-379; GS. II. pp. 138-143. The following

(pp. 5-6) with a slight modification. SR. too follows this (See I. 3. 11-22).

5Ag. explains this 'measure' (pramana) as length and thickness,

xxVIII. 25-26] THE NATYASASTRA 8

Rsbha and Dhaivata will merge with Saja and Pañcama

of twentytwo Srutis. ['The following] are the Slokas

Srutis in the Sadja Grâma

Srutis, Rsabha three, Gandhara
Pañcama four, Dhaivata three and Nisada two.

passage in NS. from fresa aura to manf yan: 4444e: occurs in the Bd.

others include the number of strings also in this (a
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27-28. [In the Madhyama Grima] Madhyama consists

the system of (mutual] intervals (antara) has been ex-

plained.

Now about the Murohanas. They are of fourteen kinds

in the two Gramas.

29-30. Based on the Sadja Grama there are seven Mür-

chanas: the first Uttaramandra, the second Rajani, the third

the sixth Asvakranta and the seventh Abhirudgata. The first

notes of these are [respectively]: Sadja, Nisada, Dhaivata.

In the Madhyama Grâma [ocour the following Mürch-

NS., which ignores it. For its Srutis see SR. I. 4. 4-5 and MM. p. 10.

'The 'Mürchana' has often been translated as "mode' of the

Western music (See GS. I. p. 284; MH. p. 106; MM. pp. 10-11). But

we are not sure about the accuracy of this. For further details

about the term see GS. I. pp. 285ff; GS. II. pp. 14, 83ff. Matanga

explains the term as follows :

Sbh. further explains this as follows :

• 1. 2. 9 and

SR. 1. 4. 25-26..

9 [exVIII. 27-30

Srutis in the Madhyama Grâma

of four Srutis. Pañcama three, Dhaivata four, Nisada two,

Sadja four, Rsabha three and Gandhãra two Brutis. (Thus]

The Murchanas

Murchanãs in the Sadja Grama

Uttarayata, the fourth Suddhasadja, the fifth Matsarikrta,

Pañcama, Madhyama, Gändhãra and Rsabha in the Sadja

Grama.

Murchanas in the Madhyama Grâma

anãs].

(27-28) *The Gändhãra Grăma became obsolete at the time of the

curiously enough Ag. writes Minal an ey

*For the Mürchanäs of the Gändhãra Grama see Nas.
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31-32. Based on the Madhyama Gräma there are
seven Murchanas: the first Sauviri the second Harinasva, the

third Kalopanata, the fourth Suddhamadhya, the fifth
Margavi, the sixth Pauravi and the seventh Ersyaka.

[The first] notes' of these are respectively Madhyama,

Initial Notes of the Múrchanas in the two Gramas

[Thus] the first notes of these serially are: in the Sadja

And in the Madhyama Grama-Sauviri [is to begin]

The Four classes of Murchanās

Thus combined in [different] orders, the notes constitute

fourteen Murchanas of four classes, such as heptatonic (purna,

that including the Overlapping note (sadharanakrta).

33-34. The seven notes combined in [different] orders

(lit. having an order) are called [full or heptatonio) Murcha-

nãs. Tanas' consisting of six and five notes are [respec-

(31-32) 'Though NS. is silent on the point, the SR. gives the differ-

ing pitch of notes as they appear in the Múrchanās. (See I. 12-14 and

(33-34) "Tãnas or pure Tanas are included into the Murchanas.

Difference between them seems to be that the latter includes all the
seven notes, while in the former, one or two notes except Madhyama in all

Grama are so very weakly "worked' that they are considered as dropped.

For the two ways of working such Tãnas see below. NS. does not seem

to be quite clear about the function of Múrchanas, and Tanas which they
include. But Ag. says aila sing sugar. It is doubtful whether the
modern use of the term Tana, is very old. The Murchanā in its original

. sense seems to have disappeared from the later Indian music (see MH. p.

xxVIn. 31-34] THE NATYASASTRA

Gändhãra, Rsabha, Sadja, Nisãda, Dhaivata and Pañcama.

Grâma-Uttaramandra [is to begin] with Sadja, Rajani with
Nisada, Uttarãyata with Dhaivata, Suddhasadja with Pañ-
cama, Matsarikrta with Madhyama, Asvakranta with Gan-
dhãra, and Abbirudgata with Rsabha.

with Madhyama, Harinasva with Gandhãra, Kalopanata with
Rsabha, Suddhamadhyama with Sadja, Märgi (Mãrgavi) with
Nisada, Pauravi with Dhaivata, and Hrsyaka with Pañcama.

lit. full), hexatonic (sadavakrta), pentatonic (audavitikyta) and

Sbh. thereon).

Grâmas, and Dhaivata in the Sadja Grama, and Pañcama in the Madhyama
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Besides these, there is another kind of Murchan& which

includes the Overlapping notes or is combined with the Kakali

notes or the intermediate notes (antarasvara), and this belongs

to both the Gramas (Sadja and Madhyama).

The same Murchana is produced (lit. accomplished) in

two ways. In this connexion, Gandhära being reduced to
Dhaivata by an increase of two frutis in it, [the two termal
the Grâma and the Murchana become differentiated in the
Sadja Grama, and due to that, Madhyama and the notes
following it, become serially reduced to Nisada and the notes

following it. In the Madhyame Grama too, Dhaivata being

there being an interval of the same [number of] Srutis, the
difference of terins [becomes justifed]. The interval between

Pañcams and Dhaivata is of four Srutis; similarly due to an

increase of Gandhära, the interval will be of four Srutis. The

and Sadja become reduced [serially]. to Madhyama and the

notes following it. This is due to an interval of the same

The system of [mutual] intervals has been explained in

connexion with the system of Srutis.

106). About the function of the Murchana and Tana, Sbh. says :

29-31). But Matanga's view given here, is not quite clear.
*The term audavita and audava have often been read respectively as

auduvita and auluva with a notion about their connection with udu (- star).

Odava or audava which lies at the basis of these terms, appears to be a

non-Aryan word meaning probably "five', and sadava too may likewise

be of the same origin, and may mean 'six', and its another form might

have been sodava connected with soda in sodasa. This hypothesis may

better explain in case of sal, the appearance of a cerebral sound in

place of I-E k.

& See note 2 above.

11 [xXVII. 33-34

tively] called bexatone (sadava)? and pentatone (audavita).3

remaining Madhyama, Pañcama, Dhaivata, Nisada, Rsabha

number of Srutis.

i па пе: заті?
SR.I. 4.



Tanas which depend on Murchanäs are eightyfour in
number. Among these the hexatonic ones are fortynine, and

the pentatonic ones thirtyfive.

The hexatonic ones have seven varieties, o.g. four

Gandhãra in the Madhyama Grama. Thus these being
worked in all, the Murchanas [in the two Grämas] will give

The Pentatonic Tanas

The pentatonic ones have five varieties e.g. three Tanas

in the Madhyama Grama.Thus these being worked in all, the
pentatonic Murchanãs [iri the two Gramas] will give rise to

thirtyfive Tanas, twentyone in the Sadja Gräma and fourteen
in the Madhyama Grama.

The Two Ways of Tanas

Thire are two ways of working the Tana in the string

Entrance is made by sharpening (lit. emphasizing) the
preceding (adhara) note and by softening (mardava) the
succeeding (uttara) note. And the Arrest is non-touch-
ing, i.e, not touching the Madhyama note. The Mur-
chana is indicated by the Madhyama note of the Vina,
because it is constant (anäsi. lit. not perishable). Hence the

Entrance and the Arrest [do not] relate to the Madhyama
note. The variety of the Tanas and the Mürchanas thus
[arising], provides enjoyment to the bearer as well as to

also of use [because their practice helps] the

AXVIII. 33-34] THE NATYASASTRA

Eightyfour Tanas of the Murchanas

The Hexatonic Tãnas

Tanas devoid of Sadja, Rsabha, Nisada and Pañcama in the
Sadja Grâma; three Tanas devoid of Sadja, Rsabha and

rise to fortynine Tanas.

devoid of Sadja and Pañcama, of Rsabha and Pañcama, and
of Gandhãra and Nisada in the Sadja Grama, two Tanas
devoid of Rsabha and Dhaivata, and of Gandhãra and Nisada

(tantri): Entrance (pravesa) and Arrest (nigraha). The

the musician (prayoki, lit. producer). The Murchana [and
Tana) are
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attainment of the voico-registers (sthana-prapti).* There

are three voice-registers. Their description has been given

in the rules regarding the Intonation (kaku).

The Overlapping

I shall now relate the rules regarding the Overlapping

the quality of a note rising between two [consecutive] notes

[in & Gramal. Why? The thing which existe between the

two [similar things, partly merging into each other] is over-

lapping (sadharana), e.g., the transition of a season.

35. In the shade one feels cold, but while staying in

the sun one sweats (lit. the sweat comes out ). [It seems

that at this time] neither has the spring come [fully],

nor has the winter gone away completely.

This is an esample of the overlapping season.

Two kinds of Overlapping

There are two kinds of Overlapping: Overlapping in

The Overlapping Notes
The Kakali and the transitional note (antarasvara) are

are added to Nisada, it is called Kakali Nisada and not

Sadja; as it is a note rising between the two (pure Nisada

and Sadja), it become Overlapping. Similarly [the two

Srutis being added to it] Gandhãra becomes transitional

Gändhära and not Madhyama, because it is a transitional

Thus the Overlapping notes [occur].

Why is Nisada called Kakali? Beause it is an in-

distinct second, or it is produced with [slight] pulling

"It appears from this that by imitating the Murchanäs and Täras

produced in the Vina, singers attained the facility of producing notes from

any voice-register they liked. See above note 2 on 13-14.

• *See XIX. 37ft before.

[xxvIll. 34-35

of notes (sadharana-vidhi). The Overlapping (sadharana) means

notes (savarasadharana) and Overlapping in Jatis (Jatisadharana).

the Overlapping notes (suarasadharana). Now if two Srutis

note (antarasvara) between the two (Madhyama and Gandhãra).

(akystatva') or due to its very fineness (sauksmya") or be-
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cause it behaves like the orow's eye (kakäks) and relates
to the two [notes, Nisada and Sadjal, it is called (kakali).
Just as salt among the six [kinds off taste (rasa), is

the Overlapping note is called the transitional note.

observing in another Grama the notes which belong to
the minor limbs of two or more Jatis which are in the

same Grama and have common Amsas. The Overlapping

and Madhyama) is of two kinds. Why? For, occur-
ring in the Sadja Grama it is the Overlapping Sadja, and

in the Madhyama Grama it is Overlapping Madhyama.
The Overlapping here is a special nature of the note.

This is so in the Sadja Grama, and the same [also] is the

case in the Madhyama Grama. Due to the delicacy of

(capillary). This is the Overlapping note which is used

On these points there are the two Slokas :

36. The transitional note (antarasvara) should always

relate to the ascending scale (rohin) and be made especially

weakened (alpa), but it should never be in the descending

37. If it is made in the descending scale whether weak

or strong, the transitional notes will lead Srutis to the

We shall now explain the Jatis.

38-39. The Jatis' relating to the Overlapping notes

But Jatis are the primitive melody-types from which Ragas of later Hindu

music developed. Jat meaning 'birth' probably stands here for recog-

EXVIII. 35-39] THE NATYASASTRA

called Ksãra (corrosive), so Nisada is called Kakali, and

The Overlapping Jāti

The Overlapping Jati? (iatisadharana) [arises] from

note (suarasadharana) belonging to the two Gramas (Sadja

its production (proyoga-sauksmya) it is fitly called Kaisika

in Jatis where Nisada and Gändhära are weak (alpa).

soale (avarohin).

Jati-ragas.

The Jätis

(38-39) 'On the meaning of Jãti, Kn. says urate if a; and

Sbh, guere Ta? ?ana: (on SR. I. 7. 3). See also Bd. pp. 55-56.
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are three in number : Madhyama, Pañcami and Sadjamadhya.

Their constituent parts are Sadja, Madhyama and Pañcama

of which the Pañcami will be distinct, but weaker than the

Seven Jatis in the Sadja Grama

40-41. The seven Jatis' in the Sadja Grama are;

Eleven Jatis in the Madhyama Grama

42-13. The eleven Jätis' in the Madhyama Grama are ;

44. There are the eighteen Jatis of which I spoke

before. I shall now describe the Nyāsa(terminal note),

and Apanyasa (semi-terminal note) which they include.

Two kinds of Jatis

Of these eighteen, seven owe their names to the seven

notes. They are of two kinds:' pure (suddha) and modified

Madhyama Grama they are Gandhari, Madhyama and
Pañcami. 'Pure' (suddha) in this connexion means having

[seven] notes (lit, not dificient in notes). When some of

nized melody-types of the day, which were considered to be of (pure)

birth as opposed to other types which were hybrids. For the charac-

teristics of the Jâtis see 79-74 below.

(42-43) 'See SR. I. 7. 18. SR. (I. 7. 18-20.) classifies them also into

(14) ' See above note 1 of (10-41) and 41-42).

*For a definition of these term see below 74ff.

[xxvII. 39-44

rest in its own note (i. e. Pañcama).

Sadji, Arsabhi, Dhaivati, Naisadi, Sadjodicyavati, Sadjakaisiki

and Sadjamadhyama.

Gandhãri, Raktagandhäri, Gandhãrodicyava, Madhyamodi-

cyava, Madhyama, Pañcami, Gandharapañcami, Ändbri,
Nandayanti, Karmäravi and Kaisiki.

(vikria). In the Sadja Grama the pure (Jatis) are Sadil,

Arsabhi, Dhaivati and Nisadavati (-Naisadi) and in the

Svarâmsa' (= Amsa), Graha' and Nyasa' consisting of all the

(Ag.).

(40-41) • See SR 1.%. 17.

(1) Purna (heptatonic), (it) Púrna-sadava (heptatonic and hexatonic) and

(is) Pürna-sadavaudavita (heptatonic, hexatonic as well as pentatonic).
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these [Jatis] lack two or more of the [prescribed] oharacteris-

tios except the Nyasa, they are called 'modifed' (vikria).

Hence (lit. due to this) those indeed are pure Jatis, and these

indeed are modified ones (i.e. Jatis). In the observation of

the Nyasa in the [purel, Jatis the note should be regularly

Mandra; but ill case the modified Jätis, there is no rule (about

it]. The modified [Jätis] are eleven in number and they grow

from combination. [These] eleven are formed from their

mutual combination, as follows :

45. Jâtis are pure as well as modified, and the [latter]

arises from the combination [of other Jätis]. Among them

seven are pure while the remaining eleven are modified.

46. I shall now speak in due order and with proper

brevity, of Jatis which grow out of notes, and Amsas of these

47. The Sadja-madhyama' is formed by the Sadji,
the Madhyama®

48. The Sadjodicyavati is formed by the Sadji, the
Gandhãri and the Dhaivati combined or associated with one

another.

the Pañcami, the Dhaivati and the Madhyama.

51. The Raktagandhari is formed by the four: the

52. The Andhri is formed by the Gandhäri, and the
Ärsabhi. The Nandayanti is formed by the Gandhari, the

(47) 'The constitution of modified Jätis, has been given in Bd. in

& slightly different language (pp. 54-55). The passage appears there as a

quotation from Bharata, though actually it has been re-written. See

also SR. I. 7. 10-16. *See note 1 above.

<XVIII, 14-52] THE NATYASASTRA

The modified Jätis

[pure Jatis.

The Sadjakaisiki' Jati is formed by the

Sadji and the Gändhãri.

49. The Gandhãrodicyava is formed by the Sadji, the

Gändhãri, the Dhaivati and the Madhyama.

60. The Madhyamodicyava is formed by the Gandhäri,

Gändhãri, the Pañcami, the Naisadi and the Madhyama.

Pañcami and the Arsabhi.

(52) 'Ca reads Sadji instead of Arsabhi. But Bdo- read (p. 54
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and the Pañcami.

53-54. The Karmiravi is formed by the Naisadi, the

Ärsabhi and the Pañcami, and it is heptatonic (lit. full).

Madhyama, the Pañcami and the Naisadi (lit. the pure Jatis

55. These are the distinct Jätis growing out of mutual

combination of notes in the two Gramas.

The Number of Notes in the Jätis of the two Grämas

56. Of these the four heptatonic (saptasvara) and the

The Pentatonic Jatis

the Pañcami, the Kaisiki, the five [Jatis] in the Madhyama

62. The Jatis (lit. those) which have been described as

pentatonio and hexatonic may on rare occasions be changed

(58-60) "See Bd. 192, 191, 190 (p. 55).

[xxVIII. 53-62

53. The Gandhãrapañcami is formed by the Gandhãri

The Kaisiki is formed by the Sadji, the Gändhäri, the

except the Dhaivati and the Ärsabhi).

ten pentatonio (pañcasuara) and the four hexatonio (satsvara)'.

Jätis in the Sadja Grama : The Heptatonic Jatis

57. [Of these] the Madhyamodicava, the Sadjakaisiki,

the Karmäravi and the Gandhãrapañcami are heptatonic (lit.

full) Jätis.

58-60. The Gandhãri, the Raktagandhari, the Madhyama,

(Grama], the Ärsabbi, the Dhaivati, the Naisadi, the Sadja-

madhyami and the Sadjodicyavati, [the five Jatis] in the

Sadja Grama, are the ten pentatonic Jätis.

The Jatis in the Madhyama Grama : The Hexatonic Jatis

60-61. The Gändhärodicyava, the Nandayanti and the

Ändhri, [the three Jätis, in the Madhyama Grama, and the

Sadji alone in the Sadja Grama, are hexatonic.

respectively into bexatonio (sadavibhuta) and pentatonic

(audavikrta).

(56) 'See Bd. 188 (p. 55) ; SR. I. 7. 18.

(57) "See Bd. 189 (p. 55).

(62) ' See Bd. 194, 195 (p. 55).

3
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Madhyama Grima, and the heptatonic Jati in the Sadja

65-69. So much about the Jatis in the two Gramas. I

shall now describe their different Amsas.

The Sadjamadhyama should have no hexatonio treat-

ment including Nisada (lit. the seventh), and there should be

no Gändhãra there, because of an elimination of its Consonant

should have no Pañcama, and the Sadji should have no

tonic treatment. These seven [notes] are to be discarded in

connexion with the hexatonio treatment of the Jatis named,

because of the elimination of their Consonant notes.

should have no Sadja, Madhyama, Pañcama and Naisada
in their pentatonic treatment, and the Sadji and the
Madhyama respectively should have no Gändhara and Nisada,

their pentatonic treatment. These are the twelve notes

which should be discarded in the pentatonic treatment.

72-73. Hence these Jatis should always be without

out. For the great sages who chanted the Samans, expressed
an opinion in the Gandharva Kalpa that Madhyama the best

of notes, is indispensible (lit, imperishable).

The Characteristics of the Jätis

74. Ten characteristics of the Jätis are: Graha,

(74) 'This and the following nine terms have been defined below

these, and make the number thirteen (MM. pp. 36-37).

XXVIII. 69-74] THE NATYASASTRA

The Heptatonic Jatis

63-64. The Karmãravi, the Madhyamodicyavä and the

Gandharapañcami are the heptatonic (lit. full) Jatis in the

Grama is the Sadjakaisiki. 61-65. (A variant of 60b-61a.)

Amsas in the Jätis

note; and the Gandhari, the Raktagändhäri and the Kaisiki

Gandhara, and the Sadiodicyava no Dhaivata in their hexa-

69-71. The Gandhari and the Raktagandhäri Jätis

and the Pañcami no Rsabha, and the Raisiki no Dhaivata in

potatonio treatina. Ma die a in aid after ail bro

Amsa, Tara, Mandra, Nyäsa, Apanyäsa, Reduction, (alpatva),

(75ff). A later writer adds the Antaramãrga, Samnyasa and Vinyasa to
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pentatonio treatment (audavita).

The Graha

75. 'Grahas have been like the Amsa of all the Jatis.

That note whioh is taken up in the beginning [of a song] is

the Graha, and is an alternative' term for the Amía.

76-78. The ten characteristics of the Amía' are [as

follows] :—

The Amsa [is that note in the song] on which its charm

(raga) depends, and from which the charm proceeds; it is the

basis of the variation into low (mandra) and high (tara)

in the combination of many notes it is perceived promi-

nently (atyartham), and moreover other strong notes may be

to it in relation of Consonance and Assonance, and it is

(75) 'The Graha is the note in which the song begins. Matanga says

two passages are quoted in GS. I. p. 121)F. Strangway's suggestion is
that the term possibly means 'clef", though some writers differ from him.

(See MM. pp. 12-13). But this view seems to be right, because the Graha

and the Amsa are taken as synonymous by SR. See Sbh. and Kn. on.

SR I. 7. 29-34. For a further discussion about it see GS. I. pp. 66-67,

121 and GS. II. p. 21. The assumption of a rule of the Graha as well

as of the Nyasa with regard to the Ragas only, seem however to be
erroneous. These two relatemerely to songs in general (see GS. I. pp.

67, 121)

*See below note 1 on 76-78.
(76-78) "This Amía has been rightly compared to the Governing

note or the Key-note of the Western music. It is also called Vädin

(Sonant) note and is the basis of the melodic structure of a song (gita).

For more about the term see GS. II. pp. 21, 29, 113, 117. See also above

note 1 to 75. Though the Graha and the Amsa are synonmous, there is

a distinction between the two. On this Kn. says, na's us uf atarin

[xxVIII. 75-78

Amplification (bahutva), hexatonio treatinent (sadava), and

The Amsa

pitches depending on the [fret) five notes (pañcasvarapara), and

ascribed by GS. to SR.); 48 at o tgral a saiet safa, emiratar (The last
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Nyasa [notes], and it lies scattered throughout the song.

79. The Jatis in the two Gramas have always sixtythree

Amsas as well as Grahas. We shall now discuss the rule

about the Amsa and the Graha [in relation to the Jätis).

80. Pañcama is the Anja and the Graha of the Madhya-

and the Graha in the Pañcami Jati.

82. Sadja and Madhyama are the Amia and the Graha

the Amsa and the Graha of the Arsabbi.

and the Graha of the Naisadi.

Graha of the Sadiakaisiki. Thus have been described [the
three Amsas] and the Grahas of the three Jatis.

86-87

• On the etymological sense

'Amsa' in a few places has its varjant as amga which seems to be the

original form of the term. 'Amga' note means the note which is an

essential requisite or component of the song. For this meaning see Apte

*See below note 1 of 101-105.
8 See below note 1 of 101-105.

xXVIII. 79-87] THE NATYASASTRA

related to the Graha, Apanyasa, Vinyasa', Samnyasa' and

Amnsas of the Jatis

modicyava, the Nandayanti and the Gandharapañcami
Jatis.

81. Dhaivata and Rsabha are the Amsa and the Graha

of the Dhaivati Jäti. Rsabha and Pañcama are the Amse

in the Gandhãrodicyvà, Rsabha, Dhaivata and Nisada are

43-84. Rsabba, Gandhãra, and Nisada are the Amsa

Sadja, Gandhära and Pañcama are the Amsa and the

81-85. Sadja, Madhyama, Dhaivata and Nisada are the

four Amías and the Grahas of the Sadjodioyavati.

85-86. Rsabha, Pañcama, Dhaivata and Nisada are the

four Amsas [and the Grahas] of the Karmäravi.

Rsabha, Gandhãra, Pañcama and Nisada are
the four Amas and Grahas of the Ändhri.

m (on SR. I. 7. 29-34).

(on SR. I. 7. 32-34).

suo voce.
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vata are the five Amsas and the Grahas of the Madhyama.

Dhaivata are the [five] Amias and the Grahas of the Sadji.

90-91. All the notes except Rsabha are the six Amsas

[and the Grahas] of the Kaisiki.

All the notes are the seven Amías and Grahas of the

in the Jatis. Amsas are always Grahas in all these Jatis.
92-93. Groups (gana) of all these Jatis are made up of

three of them. They are always to be arranged (lit. known)

as consisting of increasing [number of] notes in ascending

order, such as those of one note, those of two notes, three

notes, four notes, five notes, six notes and seven notes.

The High Pitch Movement

The High pitch movement (toragati) depending on the

94. The raising of the pitch from the any of the Amsa

[notes] should be up to the note fourth from it, or it may be

to the fifth note even, but not to any beyond it.'

The Low Pitch Movement
Three kinds of the low pitch movement: that depending

on the Amía, on the Nyasa, and on the Apanyasa.

(94) 'Kn. gives the method of raising the pitch as follows.

36).

[xXVIII. 87-94

87-88. Sadja, Rsabba, Madhyama, Pañcama and Dhai-

88-89. Sadja, Gandhãra, Madhyama, Pañcama and

89-90. Rsabha, Gandhãra, Madhyama, Pañcame and
Nisada are the [fve] Amsas and the Grahas of the Gandbäri

and the Raktagandhäri.

Sadjamadhyama. These are the sixtythree Amsas and Grahas

[frst] five notes, o.g.
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95. There is no pitch lower than that of the Amsa

[notes] ; in the Nyāsa such a pitch will be separated by two.

notes, and when the Gandhãra is the Graha and the Nyasa,

Reduction and Amplification

Reduction (alpatva)' is of two kinds: that due to skipping

over (lamghana) a note, and that due to non repetition of the

same. Among these two (lit. there) the Reduction [of notes]

due to skipping over, [leads to] the hexatonic and the penta-

tonic treatment of the Amias of songs, when they reach
the Antaramärga'; and the Reduction of notes due to their

non-repetition, consists of enunciating them once according

to the Jätis [in which & particular songs is to be sung].

The Amplification

The Amplification (bahutva) is the opposite of the

Reduction. Likewise the Movements (samcara) of the other

notes which are strong, is of two kinds.

96. The Reduction as well as the Amplification always

occurs from convention (lit. early fixation) in relation to

[particular] notes of the Jati, and the Reduction is of two

kinds.

(95) " The translation is tentalive. For the method of lowering pitch

given in SR I. 7. 34-37 see Sbh.'s comment thereon (GS. II. pp. 113-124).* Alpatua (Reduction) of a note is qualitative as well as quantitative.
The former is skipping over or very lightly touching the note, and the

latter is its non-repetition (See GS. II. p. 79).

*The Antaramärga has been taken as an additional characteristic of

the Amsa. But this is no addition to the definition of the term given in

NS., but an amplification of the same. See SR. I. 7. 30, and Kn.'s

comment thereon.
*Bahutva (Amplification) is also of two kinds: (a) qualitative i..

the note being perfectly (ie. most audibly) produced and (b) quantitative
i.e. the note being repeated in many ways (See GS. II. p. 79).

*The translation is tentative.

XXVIII. 95-96] THE NATYASASTRA

Rsabha and Dhaivata are seen [to bear a low pitch].'
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97. The Movement (samcära) of notes relates to the

strong Amsa notes, and the Reduction to the weak notes.

[These are the two treatment of the Antaramärgas which

gives character to the Jatis.

The Hexatonic Treatment

Heratonio treatment (sadavita) relates to six notes [in

a Grama]. They are of fourteen kinds and have fortyseven

subdivisions. These have been described before in their

The Pentatonic Treatment

98. The pentatonic treatment relates to five notes

[in a Gramal and is to be known as being of ten kinds. Its

subdivisions are thirty and have been mentioned before.

99. [Groups of] six notes as well as of five notes have

their application. Similarly [groups off four notes also have

Now about the Nyãsa. It occurs at the conclusion of
the song (lit. limb) and is of twentyone kinds. The Apanyâsa
similarly occurs within the song' (lit. limb)' and is of fifty-
six kinds.

100. The Nyasa at the conclusion on the song (lit.
limb)' should be made of twentyone kinds, and the Apanyasa
occurring within the song is of fiftysix kinds.

(97) 'That is, anuüdin and samuadin notes to it. ?See 58 60-61 before.
(98) "See 58 before.
(99) *The Nyãsa has been compared to Cadence of the Western

music. See GS. II. pp. 35, 118. Some later writer connects the Nyāsa

while the rest take this in connection with songs in general and not

¿The Apanyasa note occurs at the conclusion of each division

(100) "The emendation of the text, should be cancelled.

[xxvIII. 97-100

Jatis and Amías.

their uses in the Avakrsta Dhruvas.
The Nyãsa and the Apanyasa

with Ragas: gerty fraid af again: (wrongly ascribed by GS. to SR.);

(04474, 145).

(vidari) of the song. Matanga says on this point: e 9 reye irfin afa,

mawn 14d. See also GS. II. p. 118.



Jatis with their Characteristics

101-102. I have thus spoken properly of the charateris-
tics of the Jatis! I shall now speak of their Nyasa and

The Sadj

103-104. In the Sadji Jäti, the Amsa is of five notes

[of the Gramal, Nisada and Rsabha being excluded. Its

Nisada (lit. the seventh) should be dropped from it. Its.

hexatonio treatment should exclude Nisada (lit. the seventh).

In it, Dhaivata and Nisada should be reduced; and Sadja

together, and Gandhara should be amplified.

Nyäsa is known as Rsabha. Skipping over Pañcama in the

ascending scale will be its-Reduction giving rise to a special

heratonic treatment. Its [ordinary] bexatonic treatment

will exclude Nisada, and the pentatonic treatment Pañcama.

In it, the moving together of the Dissonant notes has been

prescribed.

(101-105) 'But the Vinyāsa and the Samnyāsa mentioned in 76-78

above, have not been defined or explained. It is possible that the passages

treating these items, have been lost. The Samnyasa is the closing note of

the first division of a song, and is not vivadin to the Amsa. According to

(Bd. quoted by Sbh. comm. on SR. I. 7, 51-52). The Vinyasa is the

closing note of the padas in a division of the song, and it is samvadin or

48).

EXVIII. 101-107] THE NATYASASTRA

Apanyasa.

Apanyãsa is Gindhãra and Pañcama, and Nyãsa Sadja, and

and Gandhäre as well as Dhaivata and Sadja should move

The Arsabbi

105-107. In the Ärsabhi Jati, the Amia is Rsabha,.

Dhaivata and Nisada. These are its Apanyasa, and the

anuvadin to the Amsa. According to Mat-ng 49�a
(on SR. I. 7.47-51).

SR. defines the Vinyasa as follows: fame: Ma?!
sant I. 7. 48. In. explained it foll

M (0n SR. I. 7.
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Madhyama and Dhaivata, and the pentatonio treatments will

exclude Sadja and Pañcama, and the hexatonic treatment

Pañcama [only]. In it the two (the pentatonio and the

heratonio treatments) should be in an ascending scale, and

Nisada and Rsabha should be skipped over and Gandhãra

should be amplified (lit. made strong).

Nyasa Nisada. Its hexatonic and pentatonic treatments will

be like those of the Dhaivati. And similar is its skipping over

(Reduction) of notes, and strong notes (i.., their ampli-

fication).

the Nyasa Gandhãra. No note will be omitted from it.
Hence it is called a complete [Jatil. In it Rsabha and
Dhaivata should be weakened (i.e., reduced).

here are prescribed to come together (sam-car) with one

another. Its pentatonic treatment excludes Rsabha and

Pañcama, and the heratonio treatment Rsabha. And

Gandhira should be made strong (i.e., amplified).

notes [in the Grima] are the Amsa; the same are the

[xxVIII. 108-120

The Dhaivati

108-110. In the Dhaivati Jäti the Amia is Rsabha and

Dhairata, the Nyasa Dhaivata, the Apanyãse Rsabba,

The Naisãdi

111-112. In the Naisadi Jati the Amía is Rsabha,

Gandhãra and Nisada, and the Apanyasa the same, and the

The Sadjakaisiki

112-114. In the Sadjakaisiki the Amsa is Sadia, Gändhãra
and Pañcama, the Apanyasa Sadja, Pañcama and Nisada, and

The Sadjodicyav
115-117. In the Sadjodicyava Jati, the Amsa is Sadja,

Madhyama, Dhaivata and Nisada, the Nyäsa Madhyama,

and the Apanyása Sadja and Dhaivata." The Amía notes

The Sadjamadhya

118-120. In the Sadjamadhya (-madhyama) Jäti all the

Apanyãsa, Its Nyasa is Sadja and Madhyama, and the

pentatonic treatment is wanting in Gandhãra atd Nisada,



(lit. the seventh), and the heratonio treatment in Nisada.

Coming together (sam-cara) of all its notes have been prescribed.

130-121. These are the seven Jätis depending on the

Sadja Grama. I shall now speak of those depending on the

the pentatonic treatment Rsabha and Dhaivata. [Besides

these] they (i.e., Rsabha and Dhaivata) should be skipped over

and Rsabha should always go to Dhaivata, and Sadja and

Madbyama should be amplified in it.

124-126. In the Raktagändhari all the characteristics,

such as the Nyãsa, the exclusion of notes in hexatonic and

pentatopic treatments, and the Amsa will be like those of

(lit. treated as strong), and Gandhära and Sadja will come
together (sam-car) with notes other than Rsabha, and its

and Madhyama. There is no pentatonio treatment in it.

Its hexatonic treatient will exclude Rsabha. Its Reduction,

Amplification, Nyãsa and Apanyasa will be like that of the

The Madhyama

128-130. In the Madhyama the Amia is Sadja, Rsabha,

Madhyama, Pañcama and Dhaivata, and they are the
Apenysa, and the Nyasa is Madhyama. The two notes of

XXVIII. 120-130] THE NATYASASTRA

Madhyama Grama.
The Gandhãri

121-123. In the Gandhãri Jäti the Amsa will be the

five notes [of the Gramal Dhaivata and Rsabha being
excluded, and its Apanyasa Sadja and Pañcama, and the Nyase

Gandhãra. Its heratonic treatment excludes Rsabha, and

The Raktagändhãri

the Gändhãri. Its Dhaivata and Nisada should be amplified

Apanyasa should be Madhyama.

The Gandhãrodicyava

126-127. In the Gandharodicyava the Amsa is Sadlja

Sadjodicyavati.

two rutie (i.e., Gandhãra and Nisada) are to be weakened, and

its pentatonic treatment exoludes Gândhra and Nisada,

while its hexatonio troatment exoludes Gandhare. In it the
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Amplifcation of Sadja and Madhyama, and weakness (Reduc-

tion) of Gändhära have been prescribed.

Pañcama. The rest of the rules, is similar to those of the

The Pañcami

132-134. In the Pañcami, the Amsa is Rsabha and

from it. The hexatonic and pentatonic treatments in it

should be as in the Madhyama. And Sadja, Gandhara and

Madhyama should be made weak (i.., reduced), and
Madhyama and Rsabha should come together (sam-car) in it

and go to Gandhärs, and Nisada should also be made weak

135-136. In the Gandharapañcami, the Amso is

Gandhra, and no note is wanting in it. Gändhare and

Pañcama in it come together.

137-139. In the Ändhri, the Amsa consists of four notes

treatment is free from Sadja, and in it Gandhara and Sadie
come together. [Besides these] its Dhaivata and Nisada
should be amplifed in an ascending scale, and Sadja should
be skipped over (i.e., reduced) there should be no pentatonic
treatment of it.

140-143. In the Nandayanti the Ams& is always

hexatonic treatment it excludes Sadja which should be

skipped over (i.e., reduced). Notes coming together (sam-cara)

in it are like those in the Andhri. And Rsabha also should

be skipped over, and there should be the low pitch (mandra-gatz)

[xxVIn. 131-143

The Madhyamodicyavä

131. In the Madhyamodioyava Jäti the Amsa is

Gandhãrodicyava.

Pañcama, the Apanyasa is Rsabha, Pañcama and Nisada,

the Nyãsa is Pañcama ; Rsabha and Madhyama are dropped

(i.o., reduced).
The Gandhãrapañcami

Pañcama, the Apanyisa Rsabha and Pañcama, the Nyasa

The Andhri

such as, Rsabha, Pañcama, Gandhãra and Nisada, and similar

is its Apanyasa,Its Nyasa is Gandhãra and the heratonic

The Nandayanti®

Pañcama, the Apenyasa Madhyama and Pañcama. In the



there, and Sadja should be in the high pitch and it should

not be in & descending scale (lit. go backward). Its Graha

should be Gandhara and the Nyasa also the same.

Dhaivata and Nisada, and the same are its Graha. The

and no note is left out. Notes other than those in the Amsa

are strong (ie., are to be amplified) and Gandhära comes

together with all other notes.

146-149. In the Kaisiki Jäti the Amsa consists of all

the notes [in the Grama] except Rsabha, and these are the

will be the Nyasa. In it Rsabha is weak and it is skipped over,

and sometimes Rsabha will be its Apanyasa.

Its heratonic treatment excludes Rsabha, and the

first) and Pañcama are strong notes (i.e., should be amplified)

in it. And Rsabha should be weakened and it will be specially

skipped over, and coming together (sam-cara) of notes should

be as in the Sadjamadhyama.
150-151. These are the Jätis with their ten characteris-

tics. These should be applied in the song (pada) with
dance movements (Karanas) and gestures suitable to them

(lit. their own). I shall now speak of their distinction in

relation to the Sentiments (rasa) and the States (bhava).

Listen about the manner in which they are to be applied in

particular Sentiments.

which treats of Formal Aspects of the Instrumental Musio.

xxvins. 143-1511 THE NATYASASTRA 28.

The Karmãravi

143-145. In the Karmãravi the Amía is Rsabha, Pañcama,

Apanyasa is [also] the same, and the Nyãsa is Pañcama,

The Kaisiki

Apanyãsa, and the Nyasa is Gandhara and Nisada, but when

the Dhaivata and Nisada are the Amsa in it Pañcama

pentatonic treatment Rsabha and Dhaivata. Sadia (lit. the

Here ends the Chapter XXVIII of Bharata's Natyasastra,



CHAPTER TWENTYNINE

ON STRINGED INSTRUMENTS

Application of Jatis to Sentiments

applied in the Erotic and the Comic Sentiments respectively

2. The Sadji and the Arsabhi should be applied in the

Heroic, the Furious and the Marvellous Sentiments aiter

making [respectively] Salja and Rsabha their Graha note.

note] should be the Jati sung (lit. made) by expert singers!

in the Pathetic Sentiment.

note [is to be applied] in the Odious and the Terrible

[Sentiments]. (Besides this the Dhaivati is applicable in

(1) * The notes marked out for amplification are the Amsa notes of

the Jatis (Sce 15 below). In the present case, Madhyama only is the

and Pañcama are such notes to the Sadjamadhya. See XXVIII, 84, 91.

* As songs included in the performance of a play, were to serve its

principal purpose which was the evocation of Sentiments, the author

discusses here how Jatis can be applied for this purpose. The seven notes

which have already been assigned to different Sentiments (XIX. 31-40),

played an important part in this connexion. All these ultimately led to

the formation of the Rägas of the later Indian Music, in which the

particular melody-types were meant not only to create a Sentiment appro-

priate to a situation in a play, but also to act on the hearers' emotion in

such a way that they might experience in imagination the particular situa-

tions described in isolated songs as well.

(2) ' Sadja and Rsabha are respectively included into the Graha

notes of the Sadji and Arsabhi Jatis. See XXVIII. 88, 89, 92.

(3) ^ Nigãda and Gandhara are respectively included into the Amsa

1. The Sadjodicyavati and the Sadjamadhya should be

becsuse Madhyama and Pañcama' are amplifed in them?

3. The Naisadi with (lit. (in) Nisada as its Amsa note,

and the Sadjakaisiki with (lit. in) Gandhãra (as its Amsa

4. The Dhaivati' with (lit, in) Dhaivata as its Amsa

Amsa note of the Sadjodicyavati (°cyavä), and while both Madhyama

notes of the Naisädi and the Sadjakaisiki Jatis. See XXVIII. 83-84.

(4) ' Dhaivata is included into the Am$a notes of the Dhaivati Jäti.
See XXVIII. 81.
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the Pathetio Sentiment', and [similarly] the Sadjamadhya
is to be applied in connection with madness.

5. The Jatis should be made in the application of
Dhruvas by the producers, after [very carefully] considering
the Sentiments, the action and the States [in a play].

6. These are the Jatis of the Sadja Grama known to

the wise. I shall now speak of the Jatis of the Madhyama

7. The Gandhari and the Raktagandhari, when they

have Gandhara' and Nisada as their Amsa notes, should be

applied in the Pathetic Sentiment.

8-9. In the Erotic and the Comic Sentiments, the

and Pañcama amplifed, should he applied.

9-10. In the Heroic, the Furious and the Marvellous

be applied. And in the Odious and the Furious Sentiments

the Kaisiki with Dhaivata as their Amsa note, should be

applied.

11. Only the Sadjamadhya is the Jati which can
accommodate all the Sentimente. All notes [of the Grama]

may be its Amia and these have been dealt with in the

rules of [dramatic] production.

12. When a note representing a particular Senti-

ment] is prominent (lit. strong) in & Jati, the producers,

in regard to the production of such a Sentiment should

combine the song with it, io., should give it prominence

there.

not clear how this Jati can be applied in the Pathetic Sentiment.

(7) ' Ga and ni are included into the Amia notes of both the

(8-9) "Ma and pa are included into the Amía notes of the Madhyama

xxX. 5-121 THE NATYASASTRA

Grama.

Madhyama, the Pañcami, the Nandayanti, the Gändhäri, the

Pañcami and the Madhyamodicyav Jitis with Madhyama'

Sentiments, the Karmaravi, the Ändhri and the Gandhãro-

dicyava, with Saja and Rabba as their Amsa notes, should

3 As Gandhãra and Nisada are not Amsa notes in the Dhaivati, it is

Cf. XIX. 38-40.

Gändhãri and Raktagandhäri Jatis. See XXVIII. 89-90.

Pañcami, Gandharapañcami and Madhyamodicyava Jati. See XXVIII. 80.
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13-14. [For example,] a song in the Erotio and the

Comio Sentiments should abound in many Madhyamas and

Pañcamas (i.., should be Jätis containing these notes in

profusion), and in the Heroic, the Furious and the

Marvellous Sentiments, songs should be made with many

Sadjas and Rsabhas. And the song in the Pathetic Senti-

the seventh). Similarly a song in the Odious and the

Terrible Sentiments should have many Dhaivatas.

15. In all the Amíãs, these notes are to be applied

according to rules with the suitable Kakali and Antara-svara,

and are to be made specially strong.

16. These Jatis relating to the dramatio performance,

should be known by the wise. Now, listen about the notes

prescribed in the instrumental music.

16ka-kha. The notes Madhyama and Pañcama are to be

produced in the Comic and the Erotic Sentiments, Sadja and

Rsabha in the Heroic, the Furious and the Marvellous Senti-

ments, Gandhura and Nisada in the Pathetic Sentiment, and

Dhaivata is to be produced in the Odious and the Terrible

Sentiments. I shall speak after this on the characteristics

The four Varnas

17-18. The Varnas' on which the Alamkaras' depend

are of four kinds, viz. 'Ascending' (arohin)' 'Descending'

(16-16kha) ISce below note 1 on 17-18. &Sec below note 1 on 23-28.

(17-18) * The Varna means the production of notes in a particular

way ie, in a particular order, pitch or with a particular grouping. SR.

Alamkiras (see below 23 ff.) It is probably this term which we meet

3 See below note 1 on 23-28.

& See below note l on 18-19.

xxIX. 13-18

ment should be full of many Gändhãras and Nisadas (lit.

of the Varnas' and the Alamkiras.

defines the term as naalaa ri:; (1. 6. 1.) In explaining this Sbh. says

But he also

adds the view of Matanga as follows: da ta get 4579 (
M1 The Varnas are used to make up the

with in Kalidasa (Tuafe quafar aife, Sak. V).
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(samearin, lit. moving together)'.
18-19. The Varna in which the notes go up lin the

soBle], is called Ascending' and in which they go down

[in the scalel, is called Descending'. The Monotonic Varna

is that in which notes are the same and are equal [in pitohl',

and when the various notes come together they constitute

what is called a Mixed Varna.

20. These four Varnas having [clearly] defined aspeots,

are taken (lit. born of) from the human (lit. physical) voice

and they relate to the quality of the three voice registers

21. When a regular (lit. having a characteristic) song
(pada) adds [at least] two Varnas to it, then the Varnas' give
rise to Sentiments.

22. These four Varnas are to be known as applicable
to songs. Now listen properly about the Alamkäras which
depend on them.

• See below note 2 on 18-19.

* See below note 3 on 18-19.
• See below note 4 on 18-19.

(18-19) * Example: sa ri ga ma pa dha ni.

(21) 1 Varnas embellishing the notes of a song seems to enhance

its power of evoking Sentiments.

(23-28) ^ The Alamkära known in later writing also as Varna-

embellish songs. It seems that without these proper Alamkãras a song

remained merely a chant, and authorities differ very much among them-

selves about the number and definitions of the different Alamkãras. See

below notes on 43 ff: also GS. pp. 124ff.

probably an error. Cf. SR (1. 6. 47) where we have Samniutta-pravtiah.

*xIx. 18-28] THE NATYASASTRA

(avarohin)" 'Monotonic' (sthäyin, lit. staying) and 'Mixed'

(sthana).

The Thirtythree Alamkaras
23-28. The Alamkãras' are : Prasannadi, Prasannanta,

Prasannadyanta, Prasannamadhya, Sama, Bindu, Venu,
Nivrtta-pravrtta', Kampita, Kuhara, Recita, Prenkholitaka,

3 Ex: ni dha pa ma ri sa.

8 Ex: sa sasa sa or ma ma ma etc.
* Ex: sa ri ga ga ri sa, ri ga ma ma ga ri etc.

lamkara, Svaralamkära or Murchanalamkara, was evidently means to

• Written in NS. as two words (Nivliah Praoitah), but this is
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Recita, Prasvara' and Prasada. Listen again, about the

Alamkãras depending on the Mixed Varnas.

Bindu,

class'.

The Descending Alamkãras

Written in some versions of NS. as Vidhuta also.

(29-30) "See Bd. (125-126) SR. has under this head two different

names with different definitions.

3 SR. (1. 6. 5-6) has Krama in its place. •

and Sama; this seems to be due to the loss of a hemistich in the text. SR.

(I. 6. 26-29) has twentyfive names under this head, and they have been

differently defined.

(33-34) 'See Bd. (130-131). Though some names are in a corrupt

form, this text seems to follow NS. SR. (I. 6. 14-15) gives thirteen names

and the common names have different definitions.

(35) "See Bd. (132). SR (I. 6. 26) has the same names here as under

the previous head (arohi-varna), but with a direction that the notes are to

be produced in these in descending order (avaroha-krama). •

[xxxx. 29-35

Mandrataraprasanna, Taramandraprasanna, Prasvara, Pra-

sãda, Udvahita, Avalokita, (Krama,) Niskujita, Udgita, Frãda-

mãna, Rañjita, Ávarta,Parivartaka, Udghattita, Aksipta,

Sampradana, Hasita, Humkara, Sandhipracchadana, Vidhuna,

and Gatravarna.

The Monotonic Alamkãras

29-30. The Monotonic Alamkãrag' are : Prasannadi,

Prasannanta,Prasannadyanta, Prasannamadhya, Sama',

The Mixed Alamkãras
31-32. Mandrataraprasannu, Preikholita,

Nivittapravrtta, Recita, Kampita, Sama, Kuhara, Venu,

Rañjita, Avalokita, Ävartaka and Parivartaka are of the mixed

The Ascending Alamkãras

33-34. The Ascending Alamkaras' are: Niskujita,

Humkãra, Hasita, Bindu, Recita, Preikholita, Aksipta,

Vidhuna,Udghattita, Hradamana, Sampradana, Sandhi-

pracchadana, Prasannädi and Prasannanta.

35. The Descending Alankãras' are Vidhuna, Gatra-

varna, Udvahita, Udgita and Venu.

8 SR. (loc. lit.) has Prastãra in its place.
(31-32) 'See Bd. (128-129) omits Nivrttapravrtta, Recita, Kampita

5
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These Alamkiras attached to songs of seven'
forms, should be known to the wise. These [however] are

not generally used (lit. desired) in the Dhruvas', because of
their giving prominence to the Varnas of Jätis [which are
not used therel.

37. Alamkaras, such as Bindu and Venu, are not to be

used in their own measure (pramana) while they are applied

38-39. For the Dhruv conforming to the meaning of

the play, is to suggest its meaning, while the Vernas (i.e.,

listen about the Varnas which are [commonly] used.

39-43.

Avaloka and Venu, belongto all the Varnas', and all the

Varnas except the Monotonic ones, have their use [in songs}.
Next I shall describe the characteristic of the Alamkaras

arising from the Varnas.

(36) 'This relates to the seven very old types of songs such as,

Uttara (NS. XXXI. 220-221 ; SR. V. 58). Some authorities add seven

?It appears from this that the Dhruvas were a kind of chant, an
early form of songs.

(38-39) "This again shows that the Dhruvas were a kind of chant.
For according to this passage, the Varnas (i.e. the Varnalamkäras) made

the words (pada) of the song obscure by softening them.

(39-43) 'See Bd. (133-135) seems to be corrupt and it omits some

names from the list. SR. has nothing analogous.

2The monotonic Varnas are in general use, while the rest are to be

used only to give special character to a song.

3These characteristics as defined in later works such as SR. (I. 6.

9ff.) vary from that given in NS.

xxIx. 36-43] THE NATYASASTRA

in the Dhruvas.

Varnalamkãra) are to soften to (lit. weaken) the pada. Now

TheAlarikaras] such as Prasannadi,
Prasannanta, Prasannadyanta Prasannamadhya, Bindu,
Kampita, Recita, Tara, Taramandra, Täratara, Preikholita,

Mandra, Mandratara, Sama, Nivrttapravrtta, Prasada, Apänga,

Madraka, Ovenaka, Aparantaka, Prakari, Ullopyaka, Rovindaka and

more names (SR. V. 59.)
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The Definition of the Alamkäras

Prasannädi-that in which a note rises (lit. becomes

brilliant) gradually [from the low pitch].

reverse order.

Prasannadyanta'-that in which the beginning and

the ending notes are in & low pitol [and the middle one is in

high pitch].

45. Prasannamadhya'-when note in the middle is

of low pitch [but notes in the beginning and in the end are

in high pitch].

Sama'-that in which a note repeats itself in the same

pitch and is equal in all [parts].

46. Bindu'-when a note of one Kala of low pitch

after touching high pitch comes back [to its original pitch].

pitch], after touubing low pitch comes back to its original
pitch.

17. Venu'-that in which the tempo (laya) is play-

like.

Kuhara?- that in which notes (lit. the wind) being in

the medium pitch (lit. stopped in the vocal passage) are (in

a play-like tempo).

‹The definitions of the Alamkaras are not always very clear. But

with the help of Bd. which in many matters scems to be in general

See D. 100-101 ; Bd. pp. 35, 47. Besides in these places, Bd. quotes
verbetim though in a corrupt form, the definitions of Alamkäras in
140-169 (pp. 4147). These have been referred to in the foot-notes to

the translation whenever necessary.

8 See D. 106 ; Bd. pp. 36, 47.
1 See D. 102-103 ; Bd. ibid.

[xxIX. 44-47

14. Prasannânta' this (Prasannädi) enunciated in the

Nivrttapravrtta'-[when a note of one Kala of high

chatthe for with 5, they man properlyed interpreted, it is a pity

(14) "See D. 101 ; Bd. ibid.
2 See D. 101 ; Bd. ibid.

(45) ' See D. 101 ; Bd. ibid.

(46)
8 See D. 103 ; Bd. ibid.

(47)• * See Bd. ibid. a Bd. ibid.
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48. Recita'-trembling notes of three Kaläs in high

pitch (lit. in the head).

Kampita'- trembling notes of three Kalãs in low pitoh

(lit. in the breast).

49-50. Preikholita'-that in which the notes ascend-

ing and descending occur [in each Kala].

Tara-'a note of medium pitch (lit. in the throat).

Mandra-a note of low pitch (lit, in the breast).

50-51. Taratara-a note of high pitch (lit. in the

the fifth note gradually falls (lit. assumes low gait) from a

high pitch.

or five notes they gradually rise to & high pitch from & low

one after skipping over other low notes.

one note.
53, Prasada'- when in a Kala, notes descend gradually

by one note.

once ascend and once descend).

' See D. 101 ; Bd. pp. 37, 47.

3 The NS. has the name of pitches as mandra (low), madhya

(medium) and tra (high, lit. loud). But in the passage in hand it has

their places; cf. D. 8. It is not apparent why the term madhya (medium)

has been given up here. See XIX. 45 ff; 58-59 ff. & See note 2 above.

(50-51) 1 See note 2 or 49-50 above.

2 See D. 104-105 ; Bd. pp. 37, 47.

3 See Bd. pp. 38, 48.

xxIx. 48-531 THE NATYASASTRA

head)'.

Taramandraprasanna'-when (in a Kala the fourth or

51-52. Mandrataraprasanna'- when in [a Kalä of] four

Prasvära'-when [in a Kalä], & note ascend gradually by

Apangika'-when in a Kala, notes come together (i.e.,

(48)1 Sec D. 107 ; Bd. ibid.

" See D. 107 ; Bd. ibid.

(49-50)

mandra (low), tãra (medium, lit. loud), tāratara (high, lit. extra-loud) in

(51-52) * See D. 105-106 ; Bd. ibid.

2 Bd. (p. 37, 48) has Prastãra (perhaps wrongly) for Prasvãra.
(53)

3 Bd. ibid, om. Apängika.
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ascend, and two such Kalãs make one unit.

repeated Kaläs are in the descending scale.

Krama'-when successive Kalãs include one two, three,

four, five, six, seven consecutive notes which ascend.

56. Niskujita' - containing Kalas in which notes after

ascending to the note following the one next to it, comes

back to it.

beginning) ascending and next (lit. in the end) descending.

58. Hradamana'-notes in this order (i.., as in the

Udgita) in two Kalas consisting of at least two or at most six

notes, where alternate notes come together.

59. Rañjita'-after staying in two consecutive notes

of two Kalas, it ascends half a Kali and then again descends

to the proceding note.

60-61. Avartaka'- eight Kalãs uf four consecutive notes

ascending and descending. It is also formed with to alter-

native notes. In that case four Kaläs will have ascending

and descending notes.

62. Parivartaka'-eight Kalas in which a note ascends

to the third one from it and skips over the next one to ascend

in the note following, and descends in the same manner [in

the next Kala,.

ascend for two notes and then leaving out the next note

ascend to the following one.

1 NS. puts this after 69, though serially it comes aiter 56. See
Bd. 164 and also pp. 42. Bd. has the name as Udgiti.

[xx1x. 54-63

54. Udvähita'-when in a Kala two consecutive notes

55. Avalokita (-loka)'-when in the Udvähita the

57. Udgita'-Kalãs in the Prasvara once (lit. in the

63. Udghattita'-containing [eighteen] Kaläs which

' See Bd. pp. 38, 48.

^ Bd. (pp. 39, 48) has Upalolaka for Avaloka. * See Bd. ibid.

* See Bd. ibid.

(58) 1 See Bd. pp. 39, 48.
(59) 1 See Bd. pp. 40, 48.

(60-61)

(63) 1 See Bd. ibid. In p. 48 Bd. writes Udvahita (perhaps wrongly)

for Udghattita.
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61.

notes.

Kaläs of four notes, [alternating with] Kalas [of threel notes.

in which, alternate notes are included.

66. Hasita'-constituted with double Kalas of two

consecutive notes like laughter, as in the Äksipta.

67. Humkara'-ascending as in the Hasita, at least.

two or at most four notes in each Kala.

with notes ascending from the beginning (lit, place) to high.

note and ascending from it to the original one and there being.

no throwing up.

69. Vidhuna'-after producing first the pada (song)

containing two short notes, two consecutive notes will ascend

in each Kald.

consecutively in the alternate Kalãs [of four notes] in which

the first two are trembling and the next two are of low pitch.

71-72. E and O as well as the other long vowels' are

to be added [to notes in Alamkãras]. This is the properly

given rule of the Karanag of the Alamkäras in songs. Songe

should be decorated with these Alamkãras without [coming

in] conflict with [the rule concerning] the Varnas.

1 See Bd. (p. 42) which writes the name as Vidhúta.
* See Bd. pp. 42-43.
' The other long vowels are probably ã, i and i.
2 Compare the Karanas of dance mentioned in IV. 29 ff.
3 Bd. (167) reads the second half of this passages as aurarien

[coming into] conflict [with their spirit].

xXIX. 64-72] THE NATYASASTRA

Aksiptaka'-containing six Kaläs of three

65. Sampradana'-as in the Äksipta, constituted with

68. Sandhipracchadana'-having groups of four Kalas

70-71. Gatravarna'-as in the Hunkära notes ascend

(64) ' See Bd. pp. 40, 49.

(65)

(66)

1 See Bri. ibid.
1 See Bd. p. 41.

(67) 1 Sce Bd. p. 41.

(68) • See Bd. p. 42.

(69)
(70-71)
(71-72)

mirammata songs should be decorated with these Alamkãras without
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73. Alamkãras should be attached to proper places for

example, the girdle (känci)' should not be placed (lit. fastened

over the breast. And too many Alamkaras without any song
(varna) should not be used.

74. These are the Alamkäras depending on the Varnas.

Now I shall speak of those depending on rhythm (chandas)

and [the quality off the syllables (aksara).

75. A song without any Alamkãra will be like a night

without the moon, a river without water, a creeper without

a flower and a woman without any ornament.'

76. These are the thirythree Alamkäras I spoke of.

I shall now mention the characteristics of the Gitis.'

Alamkaras depending on the Giti

77. Gitis are of four kinds: the first is Magadhi, the

second Ardhamagadhi, the third Sambhavita and the fourth

78. The Magadhi is sung in different tempos (urtti).'

The Ardhanagadhi changes (lit. revises) its tempo after

half-time.

79. The Sambhävita is known to be constituted with

long syllables and the Prthula with short syllables.

80-81. These Gitis are known to be without any

connexion with the Dhruvas.' But they are always to be

(75) ' See above note 1 on XXVIII. 8.

(76) " See Bd. 171 f.; SR. I. 8. 14 ff. On the Giti depended an

ancient system of classification of rhythms. The Giti also included special

formations of syllable and variation in speed. See Banerji, GS. II.

pp. 72-73.

(77) 1 See note l on 76 above.

Marga or Vrtti too was based an ancient system of classifying of rythms,
including that of Tala. See GS. II. p. 72.

(80-81) ' See XXXII. below. From this passage too it appears

that the Dhruvas were a kind of chant.

[xx1x. 73-81

Prthula?

(73) 1 See XXIII. 31-32.

(78) ^ Also mentioned as gati-utti in XXIX. 102 ff. Sarigadeva

uses the term marga to indicate urtli or gali-uli. See SR. V. II. On
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applied by the musicians in the Gandharva' only. I have

spoken properly of the Gitis. Now listen about the Dhatus.'

I shall now speak of the playing of the Dhatus.

Dhatus in playing stringed instruments

82. Four Dhatus' depending on the playing [of stringed]

instruments' are: Vistara (expansion), Karana (production)

Äbiddha (breaking up) and Vyañjana (indication).

83. The Vistara includes four kinds of strokes:

out of combination), Vistaraja (growing out of amplitude) and

Anubandhaja (growing out of mere succession).

81-85. Its (i.e. of the Vistara) rules have been men-

first as follows: [the Vistara is of one stroke ;]' the

Sanghataja and the Samavayaja consist respectively of two

and three [strokes]. The first is of four kinds, and the second

of eight kinds. According, to the special ways of their

production they have different rules.

86-87. [Notes are] known to be of low and of high pitch

as they come out [respectively] of low (=mild) or high
(strong) [strokes]. This is the rule of striking that the

players of stringed instruments' should know.

The Samghataja strokes have the following varieties :

two high, two low, low-high and high-low.

88-89. The Samavayaja strokes have the following

varieties: three high; three low; two low, one high ; two

2 See before the note I on XXVIII. 8.
& This is evidently a grammatical metaphar. The Dhätus

(roots) relate to different aspects of strokes in playing stringed instruments.

(82) ' See SR. V. 123-127.

a As Dhatus relate to the tata or stringed instruments, we shall

( 86-87) 1 Scc above note 2 on 82.

XXIX. 82-89] THE NATYASASTRA

The Vistãra Dhätus

Samghataja (growing out of contrast), Samavayaja (growing

tioned

Sangadeva (V. 122)

(84-85) 149441797 framer: (Kn. on SR. VI. 183).
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high, one low; one high, two low; one low, two high; one

low, one high, one low; and one high, one low, one high.

breaking up, and combining [of the groups of strokes described

before,] is irregular. These are always the fourteen kinds of

91. In the playing of the Vina the five kinds of the

92. The Karana Dhatus will consist respectively of

three, five, seven and nine [light] strokes, and the being

combined' and all ending in a heavy [stroke].

94. The Abiddha Dhatus will consist respectivoly of
two, three, four and nine strokes made gradually and slowly,
and a combination of these.'

95-100. The Vyañjana Dhatu in playing the Vina, is of

Kala-touching a string simulteneously with the two

thumbs.
Tala-striking a string with the left thumb after press-

ing it with the right one.

(92) ' Anubandha here means 'mixture' or 'combination.' See Kn

Dhätu, the strokes are 3+5, 3+9, or 5 + 7, 5 + 9 etc.

Dhätu too, the number of strokes are to be increased by adding together

the numbers available in other Dhatus.

(95-100) ' Sauja means 'right' as well, See Apte sub voce. But here

it is to be taken in its generally accepted sense.

[xxx. 90-100

90. The Anubandha [-krta] due to [its formation by]

the Vistãra Dhatus.

The Karana Dhätus

Karana Dhatu are: Ribhita, Uccaya, Niratita, Hrada and

Anubandha.

The Abiddha Dhatus
93. The Abiddha Dhatu is of five kinds: sepa,

Pluta, Atipãta, Atikirna and Anubandha.

The Vyañjana Dhätus

ten kinds. They are: Kala, Tala, Niskotita, Unmrsta,

Repha, Avamysta, Puspa, Anusvanita, Bindu and Anubandha.

• ibid.

6



Niskotita-striking with the left' thumb only.

Repha —one single stroke with all the figures of a hand.

Avamrsta-three strokes low down [in the string] with
the little finger and the thumb of the right hand.

Puspa-one stroke with the little finger and the thumb.
Anusvanita- the stroke being lower [in the string than]

in the Tala [described above].

Bindu-one heavy stroke in a single string.

101. Anubandha-one irregular combination' (lit.
breaking up and combination) of all these and it relates to all

These are the ten Vyañjana Dhitus to be applied to
the Vina.102. There are the four Dhatus with their charac-
teristics, which relate to the three Vrttis' on which the
playing of [stringed] instruments depends.

Styles of Procedure (gati-viti) to be principally reckoned
are three : Citra (variegated), Vitti (movement, i.e. having
a simple movement) and Daksina (dexterous). Instrumental

1 See above note 1 of 92.
' See above note I on 78.

& The word laya signifies the speed at which a piece of music
is performed. There are three primary degrees of specd i.e. rate of
movement, in the Indian music: slow (vilambita), medium (madhya) and
quick (druta). As in the European music, there is no fixed absolute
measure of time for different degrees of speed mentioned here. See GS.

1 See above note 1 on 76.
• The Yati means 'succession of different kinds of speed'

in the whole song, fog, a song may be sung at a slow speed in the

beginning, at a medium speed next and at a quick speed in the end, or

these speeds at the singer's discretion may be taken up in a different order,

xxIX. 101-102] THE NATYASASTRA 42

Unmrsta-striking with the leit' fore-finger (pradesini)

the Dhatus.

The three Vrttis

music, time-measure (tala): tempo (laya)', Giti (rhythm)', Yatjs

(101)
(102)

* See XXXI.

II. p. 33. Sarigadeva (V. 48). defines lage as farattrafarife..

See SR. V, 30 fi. and Kn, theron.
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and Graha-marge (way of beginning) will determine their

respective characters. [For example], in the Citra, [the

Magadhi is the Gitil, the instrumental music is concise (i.e.

not elaborate), [the unit off time-measure [is one Kala], tempo

is quick, and Yati is level (sama) and the Anagata Grahas pre-

ponderate. Similarly in the Vrtti [the Sambhavita] is the Giti,

the instrumental music is * * , [the unit of] time-measure

is two Kalas, the tempo is medium (nadhya), the Yati is

Srotogata", and the Sama Graha-margas are preponderant.

In the Daksina, the Citi is (Prthula, the unit of time-measure

103. Names of the three Styles of Procedure (ortli) are

Citra, Daksina and Vitti. They give quality to the instru-

mental music as well as to the song, and have been defined in

due order.

104. The Lalita' etc, the Jatis' of all these Styles of

Proceduro (ortti), when combined in the Dhatus, will become
richer in quality.

105. And from a combination of the Dhatus, come

106. The Udatta relates to the Vistara Dhatus or to
many other things.

The Lalita relates to the Vyañjana Dhatus and is so
called because of its gracefulness.

107. The Ribhita relates to the Abiddha Dhätus and
is characterised by multitude of strokes.

• Märga in the text, should be taken here as graha-marya,
which has been twice used later in this passage. Graha-marga means the
manner of following a song or a piece of music by an instrument of Tala.

See GS. I. pp. 197 ff, 469. SR. V. 51-56, 58 and VI. 186-187.

* See SR. V. 51.

& See SR. V. 51-52. • See SR. V. 52-53.

(101) ' See below 105.
3 This term has been used also in relation to songs. See

[xxIx. 103-107

is of tour Kalas, the tempo is slow (vilambita), the Yati is

Gopucchã and the Atita Graha-margas are preponderant.

The Jatis

forth the Jatis such as, Udatta, Lalita, Ribbita and Ghana.

XXVIII, 38 ff. and XXIX. I ff.
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The Ghana relates to the Karana Dhätus and depends

on their quantity (lit. aggregate of long and short notes).

Three kinds of music of the Vina

108. The experts are to produce three kinds of music

from the Vina. They are Tattva, Anugata, and Ogha which

combine [in them] many Karanas.
109. The music which expresses [properly] the tempo,

time-measure, Varna, pada, Yati, and syllables of the song,

is called the Tattva.

And the instrumental music which follows the song, is

called the Anugata.

110. The Ogha is the music which abounds in the

tempo and does not care for the meaning of the song.

111. The rule in the playing of musical instruments,
is that the Tattva is to be applied ina slow tempo, the
Anugata in a medium tempo, and the Ogha in a quick tempo.

112. The experts in observing tempo and time-measuro,
should apply the Tattya in the first song [to be sund during

& performance], and the Anugata in the second, and the Ogha
in the third one.

113. These are the Dhatus in the music of the Vinã, to
be known by the experts. I shall now explain the Karanas
included in the rules of playing the Vipañoi.'

114. The Karanas' [in playing the Vipañci] are

115. When on the Vina, two heavy and two light
syllables are played, it is the Rupa!

1 See below 120 for the definition of a Vipañci.

¿ Cf. SR. VI. 113-114.

*xIx. 108-115] THE NÄTYASASTRA

Abiddha Karanas, has the Uparipani Graha-marga, quick

The Karanas ol' the Vipañci

Rupa, Krtapratikyta,Pratibheda, Rupasesa,Ogha and
Pratisuska.

(113)
(114)
(115)

1 Cf. SR. VI. 112.
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And this Rüpa performed in the Pratibbeda it is the

116. When two different Karanas are side by side

played on the Vina, and heavy and light syllables are shown,

it is called the Pratibheda.

Continuing [the music] in another Vina, when the

[principal] Vina has stopped, is called the Rupasesa?

117. The Ogha' includes tho Abiddha Karanas per-

The Pratisuska' is the Karana which is played by means

of one string lonly].

118. During the application of the Dhruvas, the experte

should generally play with the plectrum (kona) two Vinas to
accompany a song or other instruments.

119. Whether it be a place or a character, one should
equally refiect it together with the song on the strings, and
in the Vipañci it will be something like the Karana called the

120. The Citra' is [a Vinal with soven strings, and the
Vipañci' is that with nine strings. And the latter (Vipañci)
is to be played with the plectrum, and the Citrã with the
fingers only.

121. The experts are thus to know of the Vipañci which
includes many Karanas. I shall next explain the Bahir-gitas

whic have [their fixed] characteristics.

• Cf. SR. VI. 115-116.
* See cf. SR. VI. 119-120.

(120) / This Citra (vina) probably developed later into Persian
sitar. It may be that the Greek kithara with seven strings is also connected
with it. The seven strings in the Citrã, were probably meant for pro-
ducing seven notes of the octave.

2 The nine strings of the Vipaci were probably for producing
seven notes together with two Kakali notes (suara-sadharana, XXVIII. 36).

[xxIx. 116-121

Krtapratikrta?

formed in the Uparipani Graha-marga.

Ogha.

* Cf) SR. VI. 115.

(116) * Ct. SR. VI. 117.
(117) 1 Cf. SR. VI. 118.



Ásaritas are the Bahir-gitas" to be applied first [in & play] by

the producers, and [all those should be applied without
Talas or with l'alas, and in the Styles of Procedure called

the Citra and the Vitti.

125. The noed for all theso has already been men-

tioned by me in the rules for the Preliminaries'. I shall [now]

describe their characteristics together with examples.

126. The Asravana should be [performed] with

sections (Kalas), and then with a gradual increment by two

repeated Karanas.

127-128. It will consist of a pair of twentyfour

syllables (varna) of which the first two, the eleventh, the

fourteenth, the fifteenth and the twentyfourth are heavy,

and & [three-fold fifteen syllables of which] the first is light,

the next seven including the eighth heavy the next six again

light, the final [three] syllables being heavy.'

two Talas and again a Samya and two Talas, in the Samapâni,

(Its example is corrupt and untranslatable)?

(122-124) ' See V. 8-11, 18-21.
"It seems that this

item was not originally included in the Bahir-gitas (See V. 8-11).

• Short, medium and long. * These are called Bahir-gitas
because they were outside (bahis) the performance of the play and were
included in its Preliminaries. See V.

(125) / See V. 8-11, 18-21.

= ibid. also SR. VI. 134-144.(127-128, Cf. SR. VI. 182-184. (129-130) ' Cf. SR. VI. 186 ff.
* It seems that these passages evidently corrupt, included

magical formujas (mantra) for warding off evils. See V. 45-55, 176.

xxXIx. 122-130]
THE NATYASASTRA

The Bahir-gitas

122-124. Aravana, Arambo", Vaktrapan, Samghotan!

Parighattana', Margasárita', Lilakrta, and the three kinds" of

Tha Asravana

twice repeated Karanas' of the Vistara' Dhatu in [successive]

and suitable Uttara and Cañcatputa [Talas] of to Kalãs.'

a ibid. ¿ ibid. 1ibid. • ibid. ? ibid.

(126) 1 See XXX 82.
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131-132. The [constituting] syllables in the Ärambha

are as follows: the first eight heavy, the nest twelve and the

fnal one light [in the first section], and the four beavy, eight

light, one heavy, four light, four beavy [in the second section],
eight light and the final (light) [will form the next section]!'

133-134. It should be performed in three sections with
the Karenas such as the Tala the Ribhita' and the Hrada?
in which the Vistara Dhatus' will preponderate, and in it
an ascent will be followed by a descent. And in it the Karanas
will first be descending tvice or thrice and then will be played
in the reverse order, and then all these are to be repeated,'

135-133. Its first Tala of three Kaläs there will be a

(Its example is corrupt and untranslatable)?

137. The music of the Vaktrapani will include the
Karanas of the Abiddha' [Dhatu] and it has two members

• (131-132) 'The text the of the passage, is probably still more corrupt.

(133-134) "See XXIX. 91-92., SR. VI. 145-146. * ibid.

• The translation is tentative. Cf. SR. VI. 198-199.

¿ See note 2 of 129-130 above.

(137) ^ See XXIX. 82, 93-94 ; cf. SR. VI. 148-150.

* See XXIX. 95-101. cf, SR. VI, 151-160,

[xxx. 131-137

The Arambha

Samya of one Kola, a T'ala of two Kalas, then a Samya of two
Kalãs a Tila of two Kalas and a Sannipata of tro Kalas and
a Satpitaputraka and & Cañcatputa of two Kalas.'

The Vaktrapani

Fikaka of Vrtt (= pravrita) and it is to have in its music
half the member of the Vyñjana' Dhâtus.

Cf. SR. VI. 200 fr.

* See XXIX, 83-90., cf. SR VI. 134П.
• cf. SR. VI. 197.

(135-136) *Cf. SR. VI. 204 fF.

• XXXI. 201. f.
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be as follows: five heavy, six light, four times heavy, two
heavy one light, four heavy, four light, three heavy, eight
ligh and one heavy.'

140. The scheme of the Samy and the Tala used in

the Madraka song of two Kalas, will be used in the Vaktrapani,

but at the Mukha (beginning) it will consist of eight Kalãs.'

14:-142. The Tala in the Mukha and Pratimukha of

(Its example is corrupt and untranslatable)?

143. The music of the Samghotana will be by means
of three Karanas of the Vistara' [Dhatu] class and it will
observe the Citra' and the Vrtta Styles of Procedure, and the

three [such Karanas] will be repeated and will [gradually] rise.

144-145. The syllables (lit. sequence of heavy and light

syllables) of the theme of the Sanghotana will be as follows :

two heavy, eight light, two heavy, one light, one heavy, one

light, four light, eight light and heavy in the end.

146. In the Sanghotana, the Vina taken with the two

hands by its beam (danda), should be played with the fingers

of the right hand and the two thumbs.

147. The Samghotana is so called because of the

playing together (samghotana) of the Consonant and the

Dissonant notes together with the remaining Assonant ones.
Its Tila, as in the Sirsaka will consist of the Pañcapanis.

(Its example is corrupt and untranslatable)?

(138-139) 1 Cf. SR. VI. 209-210.

= See note 2 of 129-130 above.

(147) " The translation is tentative. 3 See note 2 of 129-130.

xxIX. 138-147] THE NATYASASTRA

138-139. [The syllabic scheme of] the Vaktrapani will

the Vaktrapani will be as follows: a Samya, a Tala, a Tala, a

Samy, and a Tila, a Samya, a Tila and a Sannipata and four
Pañcapanis.

The Samghotana

(140) / Cf. SR. VI. 211.

(141-142) • Cf. SR. VI. 212.

(143) 1 See XXIX 83-90 ; , cf. SR. VI. 134 f.

8 See XXIX. 103 ; cf. SR. V. 11. 3 ibid.

(144-145) 1 Gf. SR. VI. 213.
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148-149. [The syllabic scheme of] the Parighattana, is

as follows: eight heavy, twentyfour light', one heavy, sixteen

light and two heavy.

150. Its music should consist of many Karanas of

and should be performed with

151. Its Tala will be Samparkestakah las it will

161-152. The syllabic scheme of the Margarita in
its Vastu will be as follows: four heavy, eight light, eight
heavy, eight light and the final heavy.

153. The instrumental music in the Margasarita will

it will observe all Talas agreeing with its syllabio scheme.

(The example is corrupt and untranslatable)

154. Or it may be: four heavy, eight light, three heary,

three light, and beavy in the end. (The example is corrupt).

166. The expert producer, an an occasion will arise,

according to the rules of the short Asrita, and it should

observe Talas sweet to hear.

and short (kanistha). They in (relation to] their Tala and

measurement, will be explained in due order in the rules

156. These are to be known about notes arising form

the body of the Vind. I shall next explain the characteristics

of the hollow musical instruments (susiratodya).

which treats of the Rules of the Stringed Musical Instruments.

(148-149) * lit. twice 8 light, twice 4 light.

[xxIx. 148-156

The Parighattana

the Vyañjana [Dhatu]
Upavahana (= Upohana) by clever hands.

stand] combined with the Karna of the Dhatu (i.e. Vyañjana)

due to the syllabic scheme [of the Parighattanal'

The Margasarita

consist of Karanas of the Vistara and Äbiddha Dhätus, and

The Lilakrta

should pertorm the Lilakrta as well as Abhierta and Parierta

The Asaritas may be long (jyestha), medium (madhya)

on Talas.'

Here ends the Chapter XXIX of Bharata's Natyasastra,

(151) ' Cf. SR. VI. 211 ff. (155) 1 See XXXI,

7



CHAPTER THIRTY

ON HOLLOW INSTRUMENTS

1. The hollow (susira) musioal instrumenta, as the

wise should know them, are made of bamboo. The rules
regarding their notes (suara) and the Grama are the same as

that of the Vina.

2. The notes of a flute are known to have two,
three and four [Srutis], and they are either 'shaken' (kampita),

3. As, above that', a note of the Vina is changed into

flutel, will be two, three or four, and by prolonging the

blow the remaining notes' may also be produced.

5. Notes have characteristics determined by the Srutis

numbering four, three or two produced by the application

of fingers while playing the flute. Listen about that.

6-7. The note produced from a [flute-hole thoroughly

free from & finger, consists of four Srutis, and that from

(1) ' As the first Indian flute was made from vamsa or bamboo,

it was called Vamía. $d. mentions also horns besides flutes made
of wood (khadira and sandal), ivory and different metals (iron, kamsya,

silver, and gold), which came into use in later times (see SR. VI. 424ff).

The conchshell (sankha) is also another hollow (susira) instrument, but

it is scarcely used as a musical appliance.
(2) ' These indicate the ways of producing the notes. See 5 ff.

below. Sd. however, mentions five such ways as kampila, valita, mukla,

(3) ' Here tatropari (lit. there above) means 'if stulis are further
increased'.

(4) ' These are the Sadhãrana and the Kakali notes. See
9-10 below.

(6-7) ^ Sa. gives more elaborate directions in this regard (SR. VI.
147-448).

'half-open' (ardha-mukta) and 'fully open' (vyakta-mukia).'

another, so in the case of the flute in no do a liaied in a

ardhamukla and nipidita (SR. VI. 457 A).
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& hole on which & shaking finger is placed, consists of

three Sratis, and & note consisting of two frutis, is produced

from a hole which is partly (lit. half) free from a finger.'

7-9. All these are the notes in the Madhyama Grama.

Notes of the Sadja Grama will be as follows: Sadja,
Madhyama and Pañcama will arise from & hole fully open,

Dhaivata and Rsabha from & hole covered by a shaking

finger, and from a hole partly (lit. half) free from a finger,

juxtaposition with Sadja and Madhyama and modifying
themselves in characteristic Srutis, will give rise to the

11. The notes of the flute should be perfected (lit.
accomplished) with the help of the Vina and of the buman
throat.

The very notes which the singer will attain, should
be sung in accompaniment of a flute. A unision of the
human throat (lit. the body), the Vina and the flute, is

[specially] praised.

(7-9) " Though the Sadja Grama has been mentioned first in

XXVIII (25-26), it has been given here the second place. The

significance of this, is not clear.

'To show the connexion of different fingers of the two hands

with the production of seven notes, Ag. (p. 563) quotes the following :

(9-10) Sd. gives nore detailed directions about the production of
notes (SR. VI. 419-453). Mr. Fox Strangways gives a number of flute
scales collected from different parts of India (MH. p. 102). These
possibly include some valuable materials for the study of ancient Indian
musical scales and intervals, for the flute has been one of the most
primitive instruments of Indian music.

(11) ' See SR. VI. 651.

[xxx. 7-11

will arise Gandhãra and Nisada."
9-10. Nisada and Gandhãra [rospectively] coming in

Overlapping (svara-sadharana) and the Kakali notes.'

98959498�441 7348771



12. The music of the flute, which is steady, not

very loud and furnished with the Varnas and the Alamkãras,

and follows rules,' is sweet and soothing.

13. These should be known regarding [musical] notes

by persons playing flutes. I shall next speak of the solid
musical instruments.

Here ends the Chapter XXX of Bharata's Natyasastra,
which treats of the Hollow Musical Instruments.

"The rules mentioned here possibly relate to the manner
in which the flute should be played on different occasions in a play. The
following quotation from Matanga by Ag. (p. 567) probably gives such
rules.

This passage seems to have been paraphrased by Sd. in his SR.

(VI. 652-653), but it does not occur in Bd. ascribed to Matanga.

xxx. 12-13] THE NATYASASTRA

(12)



CHAPTER THIRTYONE

ON THE TIME-MEASURE

1. The [instrument named] Tala' is of the 'solid' class

(ghana), and it relates to a division into Kalãs (kalapata)' and
to an observation of the tempo (laya). Those who apply Talas
in a musical performance, should know Kalas to be the

measure of time (tala.)

2. The popular Kala,' [together with] the Kastha and

Nimesa, which has been accepted (lit. remembered) by the

wise, is not the Kala in [observing] the Tala.The Kala
arising from the Tala is different.

3. Hive Nimesas will make one Matra', and the Kala
arises from the grouping of Matras. And five Nimesas are

also to be known as [the period of) interval between [two]

Kalas, at the time of singing. And from these again, the

(1) ' This word comes from lala. (the palm of the hand), and
primarily refers to the beating of time by the clapping of hands, 6g.

it is used in the sense of 'time-neasure." Id.'s explanation of this word
(SR. VI. 2) seems to be fanciful. The word is also used as a variety of

audible Tala which is of four kinds. See below 32.
a By following Sd. (SR. V. 5-6) one will probably ser in this

compound two words kalà and pala. But such a view will be misleading." See below 4 and 486.
(2) ' According to Amara. (I. 3. 11), 18 Nimesas - 1 Kastha,

we have one Kalã equivalent to eight seconds. In other systems of

computation, it may be equal to fortyeight seconds and even to one

minute. See Apte sub voce and also SM. II. 3. 53.

* See note 1 above.

a Kirasvamin defines Nimesa as the time required for a twinkling

(3) ' According to Sd., Mãtra is the time required to pronounce

lalaile siñjavalaya-subhagaih narlito kantayà me (Megh. 79). But gencrally

and 30 Kasthãs 1 Kala (reian faa did fast, M: Mal: ). From this

of eyelids (nimeso'ksispanda-kalah) and see also SM. II. 3. 53.

five short syllables (pañca-laghvaksaroccara-mita matra, SR. Ve 16).
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tempo is made according to the time of the Kalas [into which

4. The tempo (laya) is of three kinds: quick (druta),

medium (madhya) and slow (vilambita)', and among these, the
medium tempo determines the normal Kala (pramana-kala).

5. This (i.e. the Kala) is known to be of three kinds,
and 1s determined, according to the wise, by the three Mãrgas.'
Iu the Citra [Style of Procedure] there should be three
Matras, in the Vrtti the twice of it, and in the Daksina, its

fourfold. These are the three [types of] Kalas. The Tila
is so called because it measures [time by a division] of [songs

7. The Tala is of two kinds: Caturagra' (lit. four-
cornered) and Tryasra' (lit. three-cornered); but the origin of

these two kinds, is the same.

8. Now listen about their twofold sources. They are

9-10. From each of these, the l'ala of four or of two

and the Capaputah is Tryasta. They consist of long and

short syllables.

(1) ' See below 468.

(5) ' Sec above note 6 to XXIX. 103 prose, and also 487 below.
The Margas are equivalent to the Panis (XXXI. 493-495).
(7) ' This term is significant when the 'Talas mentioned below

are made up of two or four Kalas.

(8) ' This and similar other terms are probably mnemonics, and
have no special significance. The variants of this term are Cañcuputah

* The variants of this term are Cayaputal (NS., KM. ed.) and

(9-10) * Each of these two Talas have three varieties: gathaksara
(literal), dui-kala consisting of two Kalas, and calus-kala (consisting of four

XXx1. 4-10] THE NATYASÄSTRA

they (Mätras) are dividedl.

into] Kalãs.

the Cañcatputah' and the Capaputah?

Kalás' proceeds. The Cañcatputah is known to be Caturasra,

a ibid.

(NS., KM ed.) and Caccatputal: (SR.)

Cacaputah (SR).

Kalãs).



55 SOLID INSTRUMENTS

10-11. The Cañcatputah' will consist of two long sylla-

bles followed by one short syllable and the final Pluta syllable?

one long syllable followed by two short syllables and the

final long syllable. A combination of these two, is called a

13-14. This (i.e. the mixed Tala) includes the Satpita-

putrakah' and the Pañcapanih? constituted according to long

and short syllebles occurring in their names. These in brief

are the three kinds of Tala.

(10-11) ' This is called the gathakyara variety of it. "Yathaksara
(according to the syllables) means thatthe syllables (short and long)

contains. See SR. V. 18.

* This is to modify here the term gathäksara, for according to the last

aksara the final syllable was to be long and not Pluta.

(13-14) ' See above note 1 to 8.

(14-15) ^ This term has been explained by Kn. (on SR. V. 27)

* Absence of mumerical adjectives before these names means that

they are single, i.e. one Sannipâta, one Samya etc.

* See below note 1 to 32-33.

• See SR. V. 28. 29.

(15-16) ' It means the variety "beginning with the Sannipãta', or

See abóve 14-15.

above 14-15.

L8*xI. 10-15

11-12. The Capaputah which is Tryasra, will coneist of

mixed T'ala.

14-15. [l'heir Patakala' will be as follows :] Sannipata,?

Samyã, Tala, Samya; or Samya, Tila, Samya, Tala'; or
Tale Samya, Tala, Samya [in the Cañcatputal of one Kala].

Sanips i my Cat atpural dill, thus, bo of three kinds :

in the name (p.g. Cañcatputah) indicate the syllables that this Täla

3ibid.

as follows: g:

Sannipata, Samy and Tala Samy. See above 14-15.

* 'Beginning with the Samya, or Samya, Tãla, Samy and Tala.

8 'Beginning with the Tala', or Tãla, Samya, Tala and Samyã. See
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And similarly the Taladi in the Panika' and other (80ngs].
18. The three varieties of the Cancatputah such as the

10. The Sannipatadi as well as the as other two, is
strong in this (Capaputah) and Talas of six or of eight Kalãs

20. Due to the Samya, Tal and Pravesa, the another

Tryasra is also produced. It is the Satpitaputrakah called the

21-22. [Its Patakala is as follows :] the first syllable is
Pluta, the second short, the third and the fourth long, the
fifth short and the final Pluta', and this is the Satpitaputrakal
with its long and short syllables. It is also called the

23. Its six Patas are as follows: Sannipata, 'Tala,

24: Another Tryasia variety of the Taladi, is called the

Samparkestäkah,! It consists of five long syllables including

the initial and final Pluta syllables. Its Patas will be as

25. When the Tryasra will consist of all three heavy

syllables and its Kaläs will be as follows : Niskrama, Samyi

and Samys, it will be called the Udghattah'

(16-17) ' This is'only a variety of very primitive songs.
(18) " Sid. curiously enough on the authority of the NS, recognizes

only two of them in case of the Capaputah (his Cacaputah). See SR. V. 30.
(19) ' The translation is tentative.
(20) ' The translation is lentalive.

(23) ' See SR. V. 31.

8857. 16-25]
THE NATYASASTRA

16-17. The Sannipatadi will bo Caturasra in the
Natra, and the Samyâdi will be applicable in the Asaritas.

Sannipatadi ete, will hold good in case of the Capaputah (too].'

proceed from this (i.e. the Sannipatadi)'.

Pañcapanih.'

Pañcapänih consisting of six Pâtas and six syllabies.

Samyà, Tala, Samya and Tãla'

follows: ['Tala], Samya, Tala, Samy and T'ala.

(21.22) 'Cf. SR. V. 31.

(24) ' Its variants are Sampatkestäkah (NS. KM. ed.) and Sam-
pakkestäkah (SR.), Sampadvestikah (SM.)

* See SR. V. 41.

• SR. V. 41. Read 24 a as aral atta: etc.
(25) 1 See SR. V. 40.
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26-28. Thus, there should be the pure Cañcatputah etc.

of one Kala. Such Talas have three varieties such

being twice as long as its predecessor. The Caturasra Tala is
known to have three [special] varieties having respectively

four, eight and sixteen Kalãs.

28-29. The Tryasra Tala has six [special] varieties

having respectively three, six, twelve, twentyfour, fortyeight

kinds. And the Tala [in general] is of two kinds : silent (lit.
without sound) and audible (lit. having sound). Listen about
the two uses' which they lave. I am going to describe them.

31-32. [Of the two kinds], the silent Tala has four

32-33. The audible Tala is to be known as having

33-31. I shall now speak in due order, of the movement
of hands and fingers' in relation to them, and their.charac-
teristics and measure.

(26-28) ' See above note 1 to 9-10 and note 1 to 10-11.

(30-31) ' The three general varieties (26-28) and the six special
varieties (28-29) make up the nine varieties mentioned here.

* The purpose of having two such different sets of gesture for Talas,
is not quite clear. It secms that the two different primitive methods of
observing simple time-measures which included very few Kalas, originated
independently. But these were subsequently brought together for the
facility of indicating developed time-incasures which included nore
complex schemes of very numerous Kalãs. Two different varieties of
gestures in all likelihood helped the musicians to avoid confusion which
was possible in case of using only one kind of them.

(31-32) 'Also called Kalãs by Kn. (on SR. V. 5).
(32-33) ^ Sd. has this term as Sampā.
& This is different from the word standing for the time-measure

in general.
3 Also called Patas and Kalãs by Kn. (on SR. V. 5).

(33-34) ' These were possibly required to guide the players of
instruments for observing time-measure.

[xxx1. 26-34

as
Yathaksara,' Dvikala', and Catuskala,' each succeeding one

and ninetysix Kalãs.

30-31. Thus, the Tryasra (ayugma) T'alas are of nine'

varieties such as, Avapa, Niskráma, Viksepa and Pravesaka'

four varieties such as Samya,' Tala, Dhruva and Sannipäta.

2 ibid. 3 ibid.

8



58

34-36. The Avapa is the curving of fingers pointing
upwards', the Niskrama is spreading out the fingers [of the

palm] turned downwards'. Swiftly moving that (ie. the

plam turned downwards) to the right side is the Viksepa,

and the Pravesa' is the drawing away of the palm turned

downwards.
36-37. After showing the Avapa (lit. the curving the

fingers) one should be making the Niskrams and then the

37-38. This is the rule when a combination [of Talas]

consists of four Kalas'. [For] the Niskrama and the Pravesa

[only will] make up two Kalas®

The alternate placing (lit. falling) of these, is known as

the Pata'.

39-40. These are to be known Samya, Tala and Sanni-

pãta. The Samya is of the right hand, the Tala of the left

hand, and the two hands coming together is the Sannipata,

and the Dhruva is stopping (lit. falling) for a Mätri, and it

makes for the way of the Ragas', and [moreover] the placing

(lit. falling) of the three Kalas mentioned before, is also called

be a long syllable. The Tala consisting of Yathaksara Patas

doubled long
syllables it will consist of two Kalas. The doubling of two

Kaläs will make it consist of four Kalas.

' See SR. V. 7.

1 'Kalas' here means syllables and not the component
parts of a Tala, which itself may consist of more than one syllable as

* Significance of this rules is not clear.

* The translation is tentative. Kn. applies this term to the audible

Talas. See above note 3 to 32-33.

(39-40) ' It seems that one hemistich is missing here.

& This use of the word 'Raga' is likely to hava some connexion

with the melodic types of the same name in the later Indian Music.

xxx1. 34-421 THE NÃTYASASTRA

Viksepa and next the Pravejana (Pravesa).

Dhruva.
41-42. In the Yathaksara' Tala, it (the Dhruva) will

is its ordinary (yathasthita) type. With

--

(34-36) "ibid.sibid. 1ibid.
(37-58)

in the Dvikala or the Catuskala Talas.
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13-44. I have [already finished] describing the Pata

Tryasra (ojas) types there are five kinds of Talas. These are

called the Udghattakah' etc., and are of the mixed kind and

they relate to the different limbs of songs.

45-46. These (i.e. the mixed Talas etc.) may consist

of five, seven, nine, ten or eleven Kalãs', and are [hence]

called miscellaneous T'alas.

46-17. These have no use in the seven kinds of songs'

and in the Dhruväs. And these are to be used by the singers

47-48. I am [now] speaking about the theory that the

consisting [respectively] of eight and of six Kalas.

48-51. [The Tala of eight Kaläs will be like this] : by

the little finger' the Niskrama and the Samyà, by the little

and the ring finger, the Niskrama, the Tala and the. Samya,

by the middle finger the Pravesa, and by the fore finger are

shown the Niskrama and the Sannipata. This is the method

(43-44) * Another name for the Satpitaputrakah. See SR. V. 23.

Sd. seems to ignore these.

(16-47) 1 See below 220.

* See XXX. 207.

(47-48) ' The Dhruvas used in connexion with the performance

of the Nätakas, were probably very early types of Indian songs, for

their schemes of time-measure consisted of six or eight Kalãs only, while

in the later songs, the number of Kaläs was much greater.

(48-51) 1 It is not clear why individual fingers were substituted
for the hand-gestues which were conventionally used to indicate the
time-measure. This may be compared with practice of indicating by
fingers, different notes in the chanting of the Sama-veda (see MH. p. 259).

[xxxx. 43-51

arising in the Yathaksara (Tala]. Hence the Cañcatputah, the

Capaputah the Pañcapanih' [types] have three varieties.

44-45. Apartfrom the Caturasra (Jugma) and the

in the Pravitta' etc.

Dhruväs will have the Caturasra and the Tryasra Talas

of showing Kalas by fingers, in the Caturasra (yugma)

Tãla.

(44-45) 1 Udghattakah and Samparkestakah.

(45-46)

2 XXXII.
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51-53. [The Tala of six Kalas will be like this]:

by the little finger the Niskrama, the Samya, the Tala, and

the Samya, and by the forefinger the Samya and the Sanni-

pata are to be shown. This is the method of showing Kalas

by fingers in a Tryasra Tala.

54-57. By the little finger the Niskräma and the
Pravesa, by the little and the ring fingers the Tala and the

the forefinger the Niskrama, the Samya and the Tila, by
the little finger the Pravesa, by the forefinger the Niskrama

58. This is the rule regarding the T'ala of four Kalas

in terms of Avapa and Viksepa, shown by fingers mentioned

above.

59. The Padabhägas consisting of two or four Kalas

have been described [by me]. The four Padabhägas are

technically called Matras.

60. These are the different varieties of the Cañcatputah,

61. Thus I have described in brief the Talas which

relate to the Asãrita' and the Vardhamana' and to the body

of other songs.

62-63. Now I shall speak of the characteristics of the
Asãritas. In this, the master producer (lit. one who knows
the art of production) first takes up the Cañcatputah with
its long, short and Pluta syllables and then the twofold

63-64. And in the preceding Tala (i.e. the Cañcatputah)

he puts the syllables as indicated by the latter [in it namel.

(59) ' But according to Kn. the Kali is ordinarily identical with

(61) ' See below.
2 See below 76 ff.

xxxI. 51-64] THE NATYASÄSTRA

Samy, by the middle tinger the Niskrama and the Tala, by

and the Sannipata.

the Capaputah and the Pancapanth Talas.

The Asarita

Pañcapanih.

Matra; but in the Ekakala Dvikala and Catuskala Talas) it means

Mer (on SR. V. 19).
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Thus we get the same Pata as follows: Tala, Samya, Tala,

64-66. In the first syllable of the Pañcapänih one should

And in the second syllable also, this is the rule in the Pañca-

panih. And the Sannipâta is to occur in case of the final
Pluta. This is known by the wise as the short Yathäksara

67-68. Now listen about the distribution of Pata as
described in the name of the Talas. The ca (cañ) will indicate
the Tala, cal (lit, the second) the T'ala, pu again Samya, and
the ta (tal) the Tala. Thus one should know the Cañcatputah,
and the Pañcapänih comes afterwards.

69-70. The sat will indicate the Sannipata, the pi the

(kan) the Tala. The same will hold good in case of the second,
and then comes the Sannipata.

The medium Asarita

71. On combining here the long syllables this (the

71-73. The Kalã that will follow the doubling of
the combined heavy syllables, should be applied in due order
as before. And the medium [Asarita] when doubled, is called
the long Ásãrita. In it, the Kalas will be double the number
of that in the medium [Asarita]. Their Vastu is characterised
by the occurrence of Sannipatas.

74. I shall now speak of the characteristics of the

Layäntarita. That which has the shortest Tala, is called the

Layântarita. The Kala differing on account of the time

required for it, becomes a different Kala.

75. The application of these Talas gives special success,
and in the Layantarita, there occurs a difference there in

words and in the tempo.

(71) ' The transi. is tentative. The text is possibly corrupt here.

[xxxI. 64-75

Samya, 'Tala.

put in Sannipata, then Tala, Samyã, Tala, Samya and Tala.

Ásarita.

Tala, the tà Samyd, the pu the Tila, the Ira the Samya, ka

short Asarita) will be the medium [Agãrita].'

The Layantarita
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76. A combination of the Asaritas, is called the
Vardhamana, Listen about its origin and characteristics

as I am describing them.

77-78. After killing the terrible Danavas, Rudra
invented in the past the beautiful dance called the Tandava.

Now the great-souled Bhutas created at that time the Vardha-

mana adorned with the Pindibandhas.'

79. On seeing this, Siva with his consort (Parvati)

was much pleased, and he as well as the goddess gave them

the best boon.

80. Those who perform the Vardhamana as defined
by him according to the traditional rules and order, will

attain the proximity of Siva [after their death].

81. This was seen by me for the purpose of the
Pindibandhas. Listen now about their characteristics.

82. Performed in the three Märgas, such as the Vrtti,

Daksina and Citra, the Vardhamäna which is constructed
according to its own measure, is of two kinds.

83. Its measure has two aspects: one with the Tãla

and the other without the Tala. There are four parts

81. [Each] part in the Dhruva is composed of Kalas

by gods. The Margas are available (lit. joined) in the

85-87. The frst [group] is made up of nine Kalas, the

second (lit. the next) of eight Kalas, the third of sixteen

Kalas and the fourth of thirtytwo Kalas. Thus in the
Vardhamana each part is made up of a fixed (number of]

Kalas and it is born of the [proper] Marga and is devoid of

tempo which is its minor limb.'

87-88. [The parts (kandika) are made up] of one, two,

three and four [Kalas] and by them (i.e. the Kaläs) are made

(77-78) 1 The group-dances, See V

(85-86) • 1 The text is possibly corrupt here in 86.

**xI. 76-88] THE NÃTYASÃSTRA

The Vardhamana

The Asäritas

(kandkia) in all the Asaritas.

Vardhamana.
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the Asaritas in the Vardhamana observing the (proper] Mārga

and limbs of Tilas.

88-89. After finishing the first part combined with the

short (bala) Tala, one should make up the short Asarita, of

which the second half will be deficient in one Kala.

89-90. If after finishing the second part, one adds to

the first part in all its Kalis in the previous Tala, then it

Vardhanana at that tine should be done in the Citra Märga
and not in the Vitti.

91-92. Whether in the Vardhamana or in other songs
(lit. outside it) there is no short Asarita in the Daksine
Marga. From the short Tala, as it doubles the number
of syllables and applies other Margas, and regulates the time
of dance, the Layantara (tarita) proceeds.

92-93. The Täla which I have prescribed in case of
the short Asarita, is wholly to be observed in the first two
parts. The third, the second and the first [parts] will have the
same number of Kalas. Then this will be the medium Ásarita.

The Long Asarita

94. If the fourth part is made the first i... the parts

are taken in an inverted order, and the four parts have an

addition of four Kalas to them, then it is called the long

95. When their application is taken in connexion
withthe Pindibandhas, then each of their libs (minor
parts) is to be made distinct (lit. separate).

the four limbs' in all the Asaritas.

97-98.The Upohana is the Mukha, the Yugma is the

(harana). This is the serial order of the limbs and thus

the Asaritas consist of four limbs.

(96) ' See SR. V. 183-184,

[xxxI. 88-98

The Short Afãrita

becomes the Layäntara (tarita) [in the Vardhamänal. And

The medium sarita

Asärita,

96. Mukha, Pratimukha, Deha and Samharana are

Pratimukhe, the Ojah is the Sarira (Deha) and the Samhäre
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98-99. A song composed of the four' Asaritas, is called

the Vardhamanaka, The Vardhamana is so called because

of the [gradual] increase in it of the syllable (varna), Tala,

tempo (laya', the instrumental music and gestures, which

lead to the embellishment of the performance of the dancers.

100-101. The body of the Vardhamana and the Asarita

being mutually related [respectively] as effect and cause

constitute each other. Just as the seed grows from the

tree, and the tree [in its turn] from the seed, [here tool, the

saine [law of] mutual causal connexion is applicable.

102. One Kala being added to the short [Asarita]

Kalas being added [it becomes] the medium [Äsurita], and

The Short Asarita
103. The rule of the Pata for the short [Asarita] is

the Cañcatputah beginning with

104. This is the scheme of Tala in the Layantarita,
and its characteristic growth has been mentioned before,
and there will be here a difference of words and tempo.

105-106. (The text is corrupt, but it is clear that the schemes
of Tala for the medium and the long Asarita occur here).

107. Those who have the short (lit. young) [Asarita]
as consisting of nine Kalas, are not supported by the good

authorities. The placing of the Sannipäta [in it] has been

made [by them] according to the rule of the Kalã.

108. For them the two Tales at the Mukha of it (i...,

the short Asãrita) are regulated by the Dhruva Pata. I shall

long and short syllables.

(98-99) 1 Short, Layantarita, medium and long. See below 102,

xxxI. 98-108] THE NATYASASTRA

The Vardhamana

The Layantarita

it gives rise to the Loyantara (= Layantarita); and two

four Kalas being added [it is] the long [Asãrita).

as follows: Samya, Tala, Samya,

Samy, Tala, Samy, Tila, Sannipata, Tala, Samya, Tila,

Samya, Tala, (lit. two Pañcapinihs beginning with Samya).

[now] speak of its [full] measure (mãna) and [sequence of]
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109. The Mukhas of the long and the medium

pectively consist of eight, seven, six' and five Kalas.

110-111. In the Upavahanas of the Asãrita [of all

kinds] Asãranas' to be employed are of eight syllables two

long, four short, two long [for the short Asarita], of twelve

syllables two long, eight short, two long [for the Layântarita],

of sixteen syllables two long, twelve short, two long

[for the medium Asarita] and of twenty syllables, to

long, sixteen short, two long [for the long Asarita]. I

shall now speak about the syllables which were sung in the

past by Brahman. Example, (the text here is corrupt).

112 This rule of the Upavahana, depending on the

arrangement of syllables in Kalas and in the sequence of

their being long and short, has been prescribed in case of

113. Thus I have described the extent and measure-

are four ganas, and in the Tryasra (oja) there are six ganas.

second) [the number of ganas] will be six and a half. Thus

Tr. I have come to take refuge with Hara (Siva)'

the terrible one, the benefactor of the three worlds, who

is worshipped as the Lord God by the gods, and to whose

feet Daityas and Yaksas bow down.

'Read sad eva for sasthi. See. SR. V. 182.
(110-111) ^ The term is probably synonymous with Ásârita.

3 The transl. is tentative, for the text seems to be corrupt.
(114) 1 This and similar examples below perhaps show the

originial connexion of dance and drama with Siva,

[xxxI. 109-114

Asaritas, the Layäntarita and the short Asãrita, will res-

the Mukhas of the Asaritas.

ment [of the Upavahana]. In the Caturasra (yugma) there

The Short Asãrita

114. In the Pañcapanih and the Capaputah (lit. the

will be the short [Äsãrita] in its syllables neasured by Talas.

Ex. Devam devaih samstutam isam
daityair yaksaih prenamita-caranam,

trailokyabitam Isan Haram
rudram saranam upagatah.

(109)

9
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115-116. In the Cañcatputah (lit. the first Tala) there

should be eight regular ganas, and the ganas in the Satpita-

putrakah should be twelve, and in the third part of the

Vastu' there should be thirteen ganas and & half. These is

the arrangement of syllables in the medium Asärita ;

Tr. I have come to take refuge with Mahesvara, the
giver of boons, the lord of creatures, who took out Bhaga's
eyes, who is adorable to the gods, who destroys the sacrifice
of the gods, who is terrible and fearful, who wears the hide of
an elephant, who is the source of bliss, who is three-eyed
and has matted hairs shining like fire, and who has serpents
as his girdle, who is serrounded by gods, whose exploits are

always recited by the Daityas, who is bowed to by the lord

of gods, who gives one pleasures of one's own choice, who is

terrible, yellow, and is a dweller of the cremation ground, and

whose beautiful matted hairs are soaked in water of the

Ganges.

-

(115-116). ' The Vastu (thing) is a technical word meaning princi-
pal parts of songs. See helow XXX II. 7. This is probably equivalent
to what the singers of North India call tuk in connexion with Dhrupada
songs. See GS. I. p. 78. This word (Vastu) has been used by Kalidasa
(Malavi. II. 0. 5; 3.1; 4.1.) It also means a song, and is equivalent

to the term. cij. (lit. thing) used by the modern North Indian singers.

3 See below 127.

* This very exhaustively describes Siva's mythological
character. '

xxxI. 115-116] THE NÃTYASASTRA

The Medium Asãrita

Ex. Bhutadhipatim Bhaganetraharanam Isam devair

vandyan suramakhamathanam raudran, bhayadam gaja-
carmapatam. Sambhum tryaksam jvalananibhajatan bhujanga-

parikaram. Tridasaganarrtan daityair nityan paripathita-

caritam amarapatinamitam abhimatasukhadam Rudram pitam

pitrvananilayan Gangaplavita-sobhanajatam tamsaranam
gato'smi varadan ca Mahesvaram'.

See SR. V. 6 ; V. 61ff.
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The Long Asarita

117-118. There should be first the Cañcatputah

of twentyfour ganas, and in the third there should be twenty-

four ganas and a half! These is the arrangement of syllables

in the long Asãrita.

Tr. I bow to the god (Siva) the greatest deity, the

destroyer of Madana's body, the supreme master of the world,

the giver of immunity from fear, and the destroyer of Tripura.

I always bow to the Lord (Siva) who is worshipped at his feet

by gods, fathers and sages, who, the sages say, has created the

eight [forms] known as the earth, water, fire, air, the master

of sacrifices, the sun, the moon, and the space (lit. the sky),
who is the preceptor of the three worlds, is beyond the reach
of thought, is eternal (it. without birth), the abode of
knowledge, terrible in form, holder of khatanga, the cause of
existence, origin and destruction [of the world], who has

subtle vision, who is unthinkable, who bears [ in his person ]

half of a crescent, of a tilaka, of an eye, of breasts and of the

beloved wife, and who is surrounded by many and various,

aweful, shaven-headed, ugly and strange Pramathas.

(117-118) ' See below 127.

a See above note 3 to 115-116.

[xxx1. 117-118

(= yugma) Tala of sixteen ganas, next the Capaputah (oja) Tala

Ex. Amarapravaram Madanäigaharam bhuvanaika-
natham abhayapradam Tripuranasakaram devan tam aham

pranatah. Surapitrmunigana-pranatacaranam prthivisalila-

nalapavana-yajñadhipati - surya - candra - vyomakhyah astau

munibhir yasya kãrya proktäh trailokyagurum tam acintyam

ajam vidyanilayam bhairavarupam khatvangadharam sthityut-

pattipralayanimittam suksmäksam acintyam candrardha-

dharam tilakärdhadharam netrardhadharam kueärdbadharam!
käntardhadharam bahulair vividhair vidhytair vikatair

mundair vimukhair visamair pramathaih parivytam Isam

satatan pranatah?
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119. The three varieties of sãrita, have been described,

120.The literal Acãrita is known to be made up
of ganas of equal Varnas doubled in observing Talas, and its
syllable are not repeated.'

121. The literal Asarita ( lit. that ) when it is (oncel
repeated, is called the double Asarita' and when twice repeated
it is called the triple Asarita.

122. In [ the Tala of ] the Asarita songs, one should
make its [Kalä] of four etc., consist of ganas made up

of four matras, their long and short syllables being as pres-

cribed before.'

123-124. That' which is of four matras in aksaras will

will be twice that in the Citra Marga. Hence, that Kalä which
is of four maträs in the measure of Varna in the Vrtti

125. No change of the Marga, is available as regards

the syllables [ indicated by the name of Talas ].' It is only
due to doubling the Matra that the variation of Varnas has

been described.

126. This is mostly the rule relating to the Varna and

the Tala in Asarita songs of the literal class.

127. In the double Asarita the repetition (nioriti)

should be made by adding half [ganal to [the literal
Äsarital, and in the triple Asarita, the double one should bo

128. The double Asãrita should not be performed in

the Citra Márga, and the Triple one in the Vartika Marga'

1 See SR. V. 190.

1 See SR. V. 191.
• The transl. is tentative.

(123-124) " The meaning is not clear.

1 See SR. V. 192.

xxXI. 119-128] THE NATYASASTRA

viz., literal (pathaksara), double (duisamkhyata) and triple
(trisamkhyata).'

be two matris in Varnas.' The Kalas in the Vrtti [ Marga]

[Märga], will be doubled in the Daksina [ Marga ].

augmented by balf [a gana].

(119)
(120) 1 ibid.
(121)
(122)

(125) 1 Aksaresu here means gathaksaresu. See SR. V. 192.

(128)
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129. The triple Asarita should be in the Daksina

Ácãrita in the Citra Mãrga? This is the fixed rule relating to

130. The rule of observing the Marga in the triple

Asârita is, that it should begin in the Daksina, and in repeti-

tion the Vrtti and the Citra [are to be adopted] serially.

131-132. The double sarita too should be performed

(lit. desired) according to this principle. Its performance
may be in the Vitti or Daksina Märga. After considering
the relative strength (lit. strength and weakness) of the
different limbs of a Vastu, the expert musician should observe

the repetition at its beginning, middle or conclusion.

133. When due to the composition of the Vastu, a Kala

becomes wanting at the repetition, then [ the singer ] should

prolong the Varna till this Kala is completed.

134. The needs for repetition are as follows : enrich-

ment of the Varnas and Alamkaras, rest for the producing

organs, and the application of the Tattva' etc.

135. Thus I have mentioned the [ matual j connexion

between the Varnas, Talas and syllables in [course of perform-

The four limbs of the Vardhanana

136. There are four limbs of the Vardhamana [song],

137. Of these, the first [limb consist of nine Kalãs, the
second of eight, the third of sixteen and the last of thirtytwo

1 SR. V. 192.

3 Cf. 125 above.

1 See SR. V. 195.

1 See SR. V. 196.

[xxx1. 129.137

Marga', the double Asãrita in Vartike Marga' and the literal

Margas.

ing ] the Asarita and the Vardhamäna.

viz. Visãla, Samgata, Sunanda and Sumukhi.

Kalãs.'

(129)

• Cf. SR. V. 192.

(134) 1 See XXIX. 109.

(136)

(137)



138-139. The Upohana of the Visala consists of five

Kalas, and the Upohana of the Sumukhi is always eight

Kalas. I shall now speak of their sequence of long and

short syllables.

140. In the Upohana' of the Visala there should be two

long syllables first, then fourteen short ones, and finally

a long syllable. Ex. (The passage is possibly corrupt).

141. The sages have said that four more short syllables,

and the three long ones [being added to this i.e. to the

Upohana of the Visalal, will make the Upohana of the

142. The learned are to know that the rule about the

Upohana of the Sunanda, is that it will have four short

syllable, and three long syllables [more than that of the

Samgata,]' Ex. (The passage is possibly corrupt).

143. The rule of Upohana of the Sumukhi, is that it is

to be known as consisting of twentyeight short and [threej

long syllables.' Ex. (The passage is possibly corrupt.)

144 Because, from this, the notes [in a song] are

carried forward, and because from this, songs proceed, this

consisting of unneaning (lit. dry) syllables, is called the

115. Or, because a performance is carried forward by

means of acts beginning with sucana' this song depending on

the musical instuments, is called the Upohana.

(138-139) ' From Kn. (on SR. V. 196-197) we learn that the

Upohanas of the four parts of the Vardhamãna consist respectively of

five, six, seven and eight Kalas.

(140) 1 See SR. V. 197.

(142) ' Here evam guru-samyutaih means that there will be three
more long (guru) syllables as in the preceding Kandike of the Vardhamãna.

The original reading probably was stavanädibhih (by means of

praises etc.). '

XxXI. 138-145] THE NATYASASTRA

Kalas, that of Samgata of six Kalas, that of Sunandã of seven

Samgata'. Ex. ( missing ).

Upohana (= Upavahana).

(141) 1 Cf. Kn. on SR. V. 197.

Also cf. Kn. on SR. V. 177.
(143) 1 Kn. on SR. V. 197.

(145) " Kn. (on SR. V. 92-93) reads stavanadikah for sücanadibhih.
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170. The lala of the Upohana in the Visala is as

Cañcatputah of two Kalas, and this in its Taladi variety,

148. The Tala of the Upohana of the Sumukhi, will

[in each case] will make up the Kandika.

149. Thus I have spoken of the four Upohanas. Now

listen about the performance of the limbs from the beginning.

150. The Tala of the Visala is as follows: Samy,

of the four Kalas.'

152. And the Tala of the Sumukhi should be the

153. I have thus spoken of the Talas in the individual

limbs of the Vardhamäna songs. Now listen about them

collected together.

154. First there should be the Visala produced with

the shortest (lit. young) Tala. The Tala which has its end

consisting of three Kalas, is the short (lit. young) Asarita.
155. When after taking up (lit. making the Graha of)

the Sangata, one applies Visala in all its Kalas and couples
it with the previous Tala, then it is the Layäntarita.

156. Then one should perform the Sunanda and
again the Sangata and again Visala and next the Sumukhi.

(146). ^ See SR. V. 202.

be added to the preceding Tala.

1 See SR. V. 202.
(152) ¿ The reading divicitrastu is probably corrupt. It seems to

have been something like dvih citras tu. Gf. SR. V. 202.

[xxx1. 146-156

follows : Samya, Tala, Samya, Taila, Sannipata.'

147. The Tala in [the Upohana of] the Samgata is the

preceded by the Tala of three Kalas (i.e. Udghatta), will bo

the Tala of the Upohana of the Sunanda '

be the Cañcatputah of two Kalãs. Upohanas twice repeated

Tala, Samya, 'Tala and Sannipâta of three Kalas.'

151. The Tala of the Samgata is Caicatputah of two

Kalas and that of the Sunanda is the same (i.e., Cañcatputah)

double' Carcatputah (=yugma) of four Kolas together with

two Sannipatas.

(147) / The Tala of the Samgata is Niskrâma, Samy, Tala,
Samya, Niskrama, Sannipata, and in the Tala of the Sunandā these will

(150) ' Cf. SR. V. 202.
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157. The Tala that has been mentioned in the
short Asarita, is wholly to be applied first at the beginning

(lit. the rise) of the Kandika.

158. Then after taking up (lit, making) the Graha of

Sunanda one should perform Sunanda, Samgata and Visala.

159. The Tala that has been prescribed by me in case

of the medium Asarita, should be observed in the three

Samyas in case of the Sunanda and what follows.

should be performed (lit. is desired), and they should be

applied beginning from the Sumukhi etc.
161. Then one should know about the end of Visala

is either silent or audible.

162. The same [Tala] should be performed in all
[the limbs]. These are four Talas prescribed in the combina-

tion of limbs. From a combination ofthese limbs the

163. The short (lit. youngest) [Asarita] consists of

the medium [Asarita] of thirtythree, and the long of sixtyfive

164. This is the rule about the Tala in all the Asaritas.

The Vardhamanaka is so called because of a [gradual]
increase of Kalãs due to [graduall increase (vardhana) of

syllables, and because of an increase of the Laya (tempo) in

its successive phases.

165. In all the Asäritas and the Vardhamuna songs

the law of the syllables relates to an application of double the

166-167. The Sannipata without an end (?) occurs at

the end, then the final Kala should known as being made up

of two matras. This is the characteristics of the Vardhamäna

as described by me. I shall now give a tabular view of the

brief characteristics of the Asarita.

1 , See SR. V. 195.

THE NATYASASTRA

160. And again Sumukhi, Sunanda and Samgatà

and of the respetitions (nivrtti). The Tala in the long Asarita

Vardhmana is made (lit. desired).

nine Kalas, the Layantara (= Layantarita) of seventeen Kalãs,

Kalas.'

[ordinary] Tala.

(163)
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168. The wise prescribe the Dhruva [Tala] in a Kalã

which is not deficient. The remaining and final (Talas]

should be conforming to the syllables of the Talas (i.e. the

names of the Talas).

in the pluta and short syllables represented by Dhruva Tala

.....Samatva is prescribed by means of three Patas.'

170. The Asaritas, short medium and long aro to

* *
171. By doubling afterwards the Kalãs of this (iA. of

in the intervals of Talas should be made.
172. In the first Vastu of the medium Asãrita there

the three Kalas, and in it there should be two complete

173-175. [The Pate of the medium Asãrita will be as

In the third [Vastu] there are Sannipatas of twelve Kaläs at
the end.

176. The first part of the medium Asarita is said to
consist of eight Kalas, the second of twelve Kalas and the
third should have a part [of twentyfour Kalas] ending in &

fingers, which have been mentioned before, should all be

observed by the experts in the medium Asarita.

(169) ^ The text seems to be corrupt.

(172) ^ See SR. V. 180.

10

[x8x1. 168-177

169. There is no (i.e. should be no) Samya (= Samy ?)

be furnished (lit, made) with Tilas, Sannipâtas, Samyas and

Dhruvas.'

the short Asârita) the mediun Asarita consisting of Samya

should be the Uttarah (=Satpitaputrakah) Tala leaving out

repetitions (pariurtta).'

follows]: Samya, Tala of two Kalas, Samyn of two Kalas,
Tala of ono Kala, Sannipata of three Kalas, Tala of thee
Kalãs, Samya of one Kala, Tila of two Kalis, Samya of two
Kolãs, Tala of two Kalas, Sannipata of threo Kalãs again.

Sannipâta.

177. The Pravesa, Viksepa and Niskrama made with

(170) 1 Cr. SR. V. 179.



178. Now in the long Asarita the wise should make

the body made up of Samya and Tala with proper tempo

(laya) and [this body] should consist of sixtyfive Kalas.

of the fingers should consist [of groups] of four Kalas.

180. The long Asarita should have groups of four

places will consist of seventeen Kalis beginning with Samya.
181-183. [The Pata of this Ásãrita will be as follows :]

184. This is the entire rule [of Talas] in the third
Sannipata, but at the end I shall speak of the throw of

fingers lindicating them.

with the forefinger, these are the seventeen Kalas in the

finger Viksepa, Pravesa, Avapa and Tala with the ring and

the little fingers, Tala and Viksepa with the ring and the

Samya with the forefinger, and those are the fifteen Kalas.

194. This is the rule [of 'Talas] in the third Sannipata.

This is the arrangement of fingers in showing the Talas in

the long Asarita. There will be sixteen Kalâs in the first

(180) ^ It seems that a portion of the text, has been lost after this.

(188) ' The text dealing with the medium Asarita seems to be
lost from here.

(189-191) ' The text here seems to have some lacuna. Cf. SR.

V. 181.

xxXI. 178-194] THE NATYASASTRA

179. In it the Aväpa, Niskrama, Viksepa and Pravesake

Kalas with its vapas and Viksepas, and its Vastu in other

Samy and Tala of four Kalãs, Samy of four Kalãs, Tala of

two Kalãs, Sannipata of six Kalas, Tala of six Kalãs, Samyãof two Kalas, Tala of two Kalas, and Sannipäta of six Kaläs.

185-188. Avapa, Samya, Niskrama, Viksepa, Tala,

Avapa, Niskrama with the ring-finger, Viksepa, Samy,
Avapa, Tala, Vikesepana (Viksepa), Pravesa with the middle

finger, Ävapa and Niskrama again Viksepa and Sannipate,

first Sannipata."

189-193. Avapa, Nirgama (Niskrama) with the little

little fingers, Samy, Avapa and Niskrama, Viksepa, and

and Avapa, Tãla, Visopa, Pravesa, Avapa, Niskrama with the

forefinger, Niskrama, Viksepa, Sannipata will make up the

twentyfour Kalas [of the second Sannipata].
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Sannipata, and twentyfour in the second and one more Kala

than this (ie. the second) in the third Sannipata. In each

of these there should be ten or seven groups made up of

197-198. In the first Vastu of the short and the

medium Asaritas, the other two are to be applied as [pres-

cribed] before. The three Vastus [in them] will consist of six

the Asarita to consist of seventeen Pata [Kalãs].

are to be known [as usod] in each of the Asaritas.This is
the description of the Asãrita spoken by me. [Now] I shall

consider the application of the uses of the Vastus of songs.

Nest I shall speak about the characteristics of songs.

201-202. In the Vastus' and bodies of the songs there

The Ekaka consists of one Vidari, and the Vivadha of
two and the Vitta not less than three and not more than six

203. That which consists of Padas or Varnas, is called

And that which ends in the Nyäsa, Apanyasa and

204. Because it splits (vidarayali) notes, it is called
Vidari and it resembles heavy Varnas.

205-206. The Vivadha and the Ekaka are generally
used in the Madraka [song], in each half Vastu of the Prakari,

and in each quarter of the Rovindaka. But in the Rovindaka,

is used.

(197-198) 1 See SR. V. 197.

(201-202) ' Defined below in 203-204.

* Dattila, (144) and SR. (I. 70) have this as 'Vividha.
& Defined below in 204.

[xxx1. 197-206

Samya, Tala as well as Sannipata.

Samyis, eight Talas and three Sannipatas. One should know

198-200. Eight Talas, six Samyas and three Sannipatas

are limbs such as Vivadha? Ekaka and Vrtta.'

Vidãris.

& Vidari.

Amsa is a Vastu.'

Uttara, Ullopyaka, Panika, Bahirgitas and Lasya, the Vrtta

(203) ^ See Dattila, 140.
(204) / See Dattila, 142.



The Avagadha is due to being in an ascending scale and the

Pravrtta due to being in a descending scale.

208. Ascending as well as descending is of two kinds :

[notes], and the other made in the Margantara (= Antara-

209. Vidaris in a song are said to bo three' in the

minimum and eleven in the maximum, (but] their highest

number may [in rare cases] be twentyfour.

210. But in case of the Ullopyaka and the Vaihayasa

[the number of] Vidaris will be half as much more in the

211. They are to be performed thoro with the Vivadha

or the twofold Vrtta, and the Anga will not come to a close

in a half of the Sannipata.

212. The Vivadha is said to have been of three kinds,

213. The Vivadha is always to be known as ending in

the Nyâsa note except in the case of the Goyaka, and in the

beginning of the Madraka the Samudga has been prescribed.

214. But the Geyaka in the Samudga should be
applied like the short Varnas. And applied at the end and
in the third [Vidäri] it is called Geyaka.

215. When in application, one half of a Vidaris is
similar to lone half of another Vidaril and the other half is
dissimilar [to the remaining half of it], it is called the

216. The Vidäri is uneven in the Nyäsa and the
Apanyasa, and its copious use is called the Vivrtta.

217. The Vivadha, Ekaka and Vitta are respectively

I See above note 3 on 202.
(209) ' See SR. V. 77. The text' of SR. is corrupt here. Ava-

too requires emendation. It should begin as tryavaral ca etc; otherwise

the next sentence which supports the emended text, becomes meaningless.

xxx1. 207-217] THE NATYASASTRA

207. The Vrtta is of two kinds : Pravrtta and Avagadha.

one proscribed in connexion with tho Nyāsa and the Apanyaea

marga ?).

third Sannipata.

viz. Samudga, Ardhasamudga and Vivrtta.

Ardhasamudga.*

to end in the Nyasa, the Apanyasa and the Amsa (notes].
(207)

raikadasaparà should be emended into Tryavaraikadasapara. Kn. 's Comm.
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218. The Sannyasa and the Vinyäsa notes occur in

the middle of the Anga, and the Vinyasa is known to occur

in the middle of the Vidari.

219. The Vinyasa may raroly be at the end of a word

in & Vidãri; but too much of it has not been prescribed by
the experts.

The Seven Types of Songs

220. The Seven [traditional Types of] songs are the

The Madraka

221. [Among these] the Madraka' is of two kinds: one

consisting of four Vastus and the other consisting of three

Vastus', and that which consists of three Vastus, includes &

222. In the Aparantaka, Sirsakas should be five, six

or seven in number, and in the Prakari they should be four,

three and a half and (i.e. seven and a half in all).'

223. The Rovindaka consists of soven limbs [in the

minimum] and sixteen limbs in the maximum, and Ekakas

in them should consist of two [consecutive] padas' consisting

of equal Varnas.

(220) ' See SR. V. 58. The later Indian music seems to com-

pletely ignore these Seven Types of Songs.

2 See above note 1 on 115-116.

& A part of the song with a particular kind of time-measure.
(222) 1 See SR. V. 92.
(223) / Pada one quarter of a couplet in a song.

[xxx1. 218-223

Madraka, Ullopyaka, Aparantaka, Prakari, Ovenaka, Rovin-daka and Uttara.'

Sirsaka.'

The Aparantaka

The Rovindaka

(221) 1 See SR. V. 77 ff.



xXXx. 224-234]

224. And in that (i.e. Rovindaka) one is to apply in

the beginning the Pravitta and Vivadha and then the body

and the limbs are to be placed in their proper position.

225. In its middle should occur Äkãra (i.e. the syllable

ã) and in the end too the same, and in its end should come

a clear Sirsaka.

226. The Ovenaka is known to be consisting of seven
or twelve limbs. And that with seven limbs ends in two (1)
and that with twelve limbs ends in three (?).

227-228. The twelve limbs of the Ovenaka are Pada,

two limbs.

Upavartana are left out from among the twelve limbs, the

Ovenaka is called a seven-limbed one.
230.The seven limbs common to the both [Ovenakas]

having similar Varnas and Padas are called Vivartana, and

in the twelved-limbed [Orenaka], Padas [in other limbs] are

to be different.

231-234. The rule about the limbs of the Ullopyaka

is this.' Its three limbs are Avagadha, Pravitta and Maha-

janika. It becomes two-limbed when the Mahajanika is
left out.

'And when Sthita is combined with Pravetta, it [the

Ullopyaka) is also called one-limbed, and the Mahajanika also

may constitute the one-limbed Ullopyaka. And the Sthita

and the Pravittaka may constitute & two-limbed Ullopyaka

or an one-limbed one (separately).

(231-234) 1 The original of this sentence seems to be corrupt

and superfluous.

* The original of this passage seems to be a variant of 234-236.

THE NATYASASTRA

The Ovenaka

Sandhi, Masaghata, Vajra, Sampistake, Sirsaka, Caturasra,

Upavartana, Upapata, two Pravenis and Sambarana having

229. When Sampistaka, Upapata, two Pravenis and

The Ullopyaka
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In the two-limbed (Ullopyaka) the rule of the Dhruvas

and the Dhatus [hold good] separately, and in a combined

manner.
234-236. The three limbs [of the Ullopyaka] is the

These are, separately and in combination the rules
about the many limbs [of the Ullopyaka] which may be

made up of two limbs or one. And this (Samhara) should not

be used at the beginning or in the middle.'

238. The Ekaka or the Vivadha should always be

used in the end, and the Ullopyaka should not have less than

six and more than twenty limbs.'

239-210. Of these [limbs] the Samharena will have

the Mukha and the Pratimukha [as its two parts], and it may
be with the Vaihäyasaka or without it. And it will not have
less than three and more than twelve limbs. And the
Vaihayasaka will consist [even] of one limb and not more

than six limbs.

241-242. Three limbs having been sung the performance

it is to begin. The limbs Mukha and Pratimukha have been

prescribed for the Ullopyaka and the Uttara.• Then the other

limbs may be compressed or oxtended.

243-244. The Mukha and the Pratimukha are to be

known as the Vivadha.

The Vitta occurs in the Pratimukha and may shortly

be in other [limbs] as well, and the Sakha in the Ullopyaka,

the Uttara and the Aparantaka as well as the Pratisakha

will have same kinds of Varnas and Padas [as the Mukha and

the Pratimukha have.]

(237) This passage seems to have belonged to the discussion

on the Ovenaka (226-230 above).

1 See Dattila, 194-195.

[xxx1. 234-244

Sthita, Pravitta and the Mahajanika. And the two-

limbed [Ullopyaka] will exclude the Mahajanika, and the

Mahajanika [only] will constitute the one-limbed [Ullopyaka].

Caturasa, Tryasra and Viera (Dvista = Dvyasra?).

237. The Samhãra (= Samharna) of the Ovenaka is

(238)



The Uttara

244-245. The Uttara will not have less than sis and

more then twelve limbs * * * Its Sirsaka should specially

be placed at the end.

246. This is the rule of limbe to be observed in case

of Songs of Seven Forms. Next I shall speak of the measure-

ment of Vastus in the songs.

The Madraka

247. In all the Vastus, Kalis should consist of eixteen

Matras. And each quarter of it is a Padabhaga.

248-219. First eight in the beginning are long and the

next eight short, and one is to make Upohana (Upavahana)

with two long Matras in the beginning, and than the third

will be long to make the Pratpohana and in the fourth

and the fifth long syllables there will be [two Samyas.

250. The sixth and the seventh will be Tala and
then the eighth will be Samya, [all these] in the heavy

syllables. Then a pada of eight Kalas is to be made with

short syllables.'

251-253. In Talas of heavy syllables padas will consist

Thus the Sirsaka is to be constructed with the
Cañcatputah, and this will be the system of Talas of one

Kala in the Madraka [song]. When heavy syllables are

separated in a pada they will bo considered as consisting

254-255. After separating them the Kalãs are to be

arranged as was done previously. And in the Madraka of

(248-249) See Kn, on SR. V. 79.

(250) ' Tatordhakalikam in the text should be emended into

(251-253) ^ The text here seems to be corrupt.
(254-255)' See SR. V. 80 ff. and Kn. on it.

8XX1. 244-255] THE NATYASASTRA

of one entire) Kala.' [The Patakala will be as follows : ]

Samya, Tala, Tala, Samya, Tala, Samyà, Tala and Sannipata.

of two Kalãs.

tho rega tho of on or will colins of three Kalas and

tato'sfa-kalikam; see above note 1 on 248-249.
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256. Four [Kalās] will make one Matra' and the

Vastu will consist of three Mätras. (Each of] these three

Vastus will consist of two Kalas. This is the rule of Pada
in Pata.

have been prescribed in case of heavy syllables, should be
used in the Padabhaga of two Kalãs.

259. The rule of Pata in case of eight light [ayllables]
has been mentioned before. In three Vastus of two Kalãs
too, these Patas should be applied. And the Sirsake of
six Kalas should be made with Pañacapanih.

(Here ends the Madraka of two Kalàs)

(Here ends the Sirsaka of six Kalãs)

Tr. I seek shelter with Thee, the peaceful lord Siva whose

matted hairs have been tied up with the king of serpents,

who is bowed to by the Munis, who is constantly engaged

(256) ' See SR. V. 21, and notes on 254-254 above.

should be read as talam vai etc.

[xxx1. 256-259

257. The Patas such ad Samy and Tala eto., which

have 2a. y an i hia tie tonen the the into with have
Tala.'

Kramdam krandan sailendra-raja-samsthitam isam
Santan Sivam pannagendra paribaddhajatan.

Munigana-namitam dhyanäbhiratan, janamayan
madanangaharam vibhum prabhum.

Saranagato'ham
daityair nagaih samstutam Isamm

trăm vedamayan tran kartaram bhavanapatimearvalok&-namaskrtam
Rgyajuh-paripathitam gangadharam suladharam bhuja-

gendradharam pranato'smi Sivan migaraja-carma-

paribaddha-tanum.

Vipulagatim visabhagatim jvalanasikhisadrsa-kapila-

jaçam tam ahan namami Sivam sirasà.

Devam pranatartiparami mayadharam

mayarupam jatilam namami Sivan sirasa.

------

(258) ' See Kn. on SR. V. 84 (asya prastarah etc.) The fourth foot

(259) ' See Kn. on SR. V, 79 (asya prastarah etc.).
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in meditation, and is full of wisdom and who has destroyed

the body of Madana (Kama) and who is supreme and
all-powerful, who is adored by the Daityas, and Serpents

and who is the creator and the lord of the world and in

bowed to by all the people.

To Thee who is praised by the Rk and Yajur Veda, who

carries, Gamga [on his head], the spike [in his hands], the

lord of Serpents [in his matted hairs], I bow my head to

Thee who is bliss, and is clad in the skin of the lord of beasts,

whose gait is prodigous and is comparable to that of a bull,

and his twany matted hairs are like the burning fire. (The

end of the Madraka of two Kalàs).

I bend my head to Siva, the pure god who removes
the aftiction of persons bowing to him, who is the con-

tainer of the Maya, and is himself the Maya in form, and

who wears matted hairs (The end of the Sirsaka of the

260. I shall now speak properly of the Catuskala
[Madraka which will be characterised] in terms of Padabhägas

261. Four [Kaläs] will make one Mätre and three

I shall speak of the Pata in due order. [This is as followe].

262. [In the first Vastu] there will be Samy at the

end of the fourth, fifth, eighth, tenth, the eleventh Kalas

and in the beginning' (lit. not seoond) of the ninth Kala?

263. [And in it] at the end of the sixth, seventh and

ninth and in the beginning (lit, not second' of the tenth and

seventh there will be Talas.

264. And at the end of the twelfth, first of all there

will be Sannipata. Thus there will be the rule of Pata and

thus one should apply all the Vastus.

(261) 1 See 256 above and its notes.

xxx1. 260-264] THE NATYASASTRA

Madraka of two Kaläs).

of four Kalãs.

Matrãs will make one Vastu'. In giving the Padabhagas

(262) 1 Read unsfrale for nur frile. ¿ See notes on 259 above.

(269) "' Read in frie: (- a frater:) for in firte:



83 THE TIME-MEASURE [xxx1. 265-273

265. In the first Vastu, the eight Kalas in the beginn-

ing will constitute the Upohana, and the Pratyupohana in the

second Vastu will be of two Kalas.

266. In the third [Vastul there will be three Kalãs

and in the fourth four Kalis, and the Sirsaka at its end

267. In [the Vastu off two Kalas there should apply

and in the third and the fourth [Vastu] there should be

268-269. And in the fourth [Vastul the Parivarta

should come to an end. And the first and the second Vastus

will be the Upohana and parts of the Madra(ka] and they will

include three Vastus of three [different] lengths arising out

269-270. The double of a Vastu of two Kaläs will make

up a Vastu of four Kalas. In it the seventh and the final

[syllables] will be light and the doubling has been prescribed

here. So the four Kalas are regular here, and the Upohana

[will then] consist of eight Kalas, and Pratyupohana will

consist of one, two or four Kalas.

271-272. Sirsaka of the [ordinary] Madraka should be

of two Kalas, the same (Pañcapänih) will consist of two

Kalas and in [the Madraka of] four Kaläs the same will

consist of four Kalãs.

273. It will consist of three Vastus of three different
measures and they will arise from the Tryasra Täla. Thus

the Madraka will have thirteen Patas.

will be made up of Satpitaputrakah.

& time-measure consisting of four Yathaksara Pañcapanih,

Dvigeyaka' in due order.

the Tryasra Tala.'

in the Yathaksara' Pañcapanib. But in the Divkala [Madraka]

(265) "See SR. V. 86.

Kn. on

SR. V. 87.

(268-269) ^ Read trivaste tripramanam for caturthas lu tripramanam.

(271-272) ^ Read [vathaksara stu] for yathaksarasa.



274. It will have four heavy syllables and four light
syllables.

In the second [syllable] which is heavy there will be

Samya, in the third, Tala'.

275. In the third and the fourth there will be Samya
and Tala for the light syllables and Tala, Samya, two Talas
and Sannipata are to be applied to these, and in the light

syllables there will be Patas consisting of eight Kalãs.

276. The Aparantaka is to be known as originating

277. After separating the long syllables one should

and of four Ralas are [to be represented] by six Padabhagas

[as follows].

and Tala.
Arrangement of the Pata will be as before in case of the fifth

and the sixth [Kala].

279. The Tala of four Kalas includes Avapa and
Viksepa. And it is furnished with the Padabhagas of four

280. One is to apply here Vastus five six or seven in
number'. In the end of the second, fifth [Kalãs] there should

291. And in the end of the third, the second and the

fifth and at the beginning the sixth there should be Tala

and then the Sannipate will be at the end.

282-283. These are the Patas relating to the previous

This is the application [of Talas] in the Aparantaka

of four Kalãs. This is to be known as the Aparintaka in

Patas of literal Talas.

(274) "See SR. V. 91. This passage in its second hemistich seems

to be coroy i The passage seems to be corrupt.

xxx1. 274-282] THE NATYASASTRA

The Aparäntaka

in the Tryasra l'ala (represented by] Tala, Samya, Tala and

Sannipata

apply [the Talas of] two Kalãs. These T'alas of two Kalas

278. [Samya, Tala, two Talas], Samya,

or six Kalãs.

be two Samyas.

Vastus in case of [the Aparäntaka off four Kalas.



[xxx1. 283-292

283-285. In the beginning, the Upavahanas of the Kala

will be doubled in grouping (?). In [the Aparantaka of] two

Kalãs the Upohana will consist of one or of two Kalas, and

being doubled, is to be known as the Aparintaka of four Kalãs.

In this third [Aparantaka] of light syilables the last Kala will

be doubled.
286. This is the Aparantaka in which the Vastu' aris-

ing from the Tryasia T'ala represented (lit. adorned) with six
Kalas, is called the Sakha?

287. Its Pratisakha' is similar to its Sakha. It is like
its latter (pascima) half and consists of different words. Its

288. In course of performing the four Vastus it should
apply the Nivrtta in the Vrtti [Marga]. This is the special

rule in the following [half].

289-290. Then there will be two Talikas of six Kalâ-

patas. And by means of the literal Pañcapanih of one Kalã
there will be an Upavartana of these two.

Upohana will consist of half [the number of Kalas in] the

(The Aparântaka of] two Kalas is to be performed in
the Daksina (Margal and that of four Kalas in the Vitti
[Marga]. And in case of the remaining ones, there should be

292. This is the time-measure prescribed by me for

(283-285) * The passage seems to be corrupt.

(287) 1 See note 2 above.2 See SR. V. 97.
(289-290)

a See SR. V. 204-105.

THE TIME-MFASURE

similarly in [the Aparantaka of] one Kala the Upohana will

be of one Kala. Thie (i.e., the Aparântaka of two Kalãs)

Sirsaka (siras) is to be made with the Pañcapänih of one Kala.

290-201. Its (i.e., of the Aparântaka of four Kalãs)

Vastu and its Pretyupohana will be of two Kalãs.

no Upohana here.

the A parantaka.

-...
(286) ' Read Vastu sakha for vastusakha.

SR. V. 92.

' ef SR. V. 98. Read termega (a] for dinner guiser.
(290-291) 1 Read 441 89 4949291°.
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[The Vastu of] the Ullopyaka will consist of two long

syllables, two short syllables and a long syllable.

Tala and Sannipata and these representing the five Patas
indicated by the syllables of the literal Caturasra [Tala].

294. According to the aforesaid rules there will be the

[Ullopyaka of] two and of four Kalas. After its three limbs

have been sung there should be the Vaihäyasika.

295-297. It will have one limb in the minimum and
twelve limbs in the maximum. It will consist of twelve
Kalãs, or seven Patas [which are as follows :] Samya of two

[each of one Kalá one after another]. This is the Sakha; the
Pratisakhã [will be like this, but it] will consist of different

298-299. When it will come to a close then will take

place the Antaharana.' The Samharya is regularly to be made

up of the literal Pañcapanih. The Sambãra of the endless (?)

is to be carried on in its own 'l'ala.The Nivrtta of two kinds

consists of three Amsas and are [again]of three kinds.

Caturasra and mixed. The three limbe of it are Sthita,

Tala. Its rule of Pata will be as follows :

304. Mahajanika should be performed with the Sthita

Tala, and Nivrtta should truly be in the Nivetta Tala!

(295-297) ^ See SR. V. 119.
(298-299) 1 The text here seems to be corrupt.
(304) ‹ The text here seems to be corrupt.

*x*1. 293-304] THE NAT YASASTRA

The Ullopyaka

293. Its Kalãs will be as follows. Samya, Tala, Samya

Kalãs. Tala of two Kalãs, the Samya, Tala and Sannipata

Padas (words).'

300-301. The three kinds Lof Nivrttal are Tryasra,

Pravrtta and Mahâjanika. There should be Antharans with
the Pañcapanih Tala and similarly Sthita with the Yugma

302-303. Sarlya of two Kalãs, Tala of two Kalas,
Sannipata of four Kalão. Then comes Pravrtta. It has
Jamyãs of two Kalãs, Tala of one Kala, Cañcatputah of Taladi

class, and Sannipâta.



[xxx1, 305-317

305. Of Sthite and Mahajanika, there should be mostly

should be performed.

306. Hugma being of mixed Tala, should be applied

in the Anta [Tala].' Vivadha with Ekaka is the entire rule

307. Thus I have described properly the Anta Tala

which is Yugma as well as mixed. Now I shall describe the

308. [It is as follows: Samyà of two Kalis, Tala,

309. Here Pravitta should be properly made Parivar-

310. Its Mahajanika should be in the Sthita Tala, and

Nivitta Tala should be observed in its Anta-nivartana.

311. Mixed Tala being [a combination off Yugma and

Vivadha with Ekaka is the entire rule of Anta Tala.

312. Sthita should briefly be made up of two limbs or

one. That with Yugma [Tala] should be of two limbs, and

that with Tryasra of one limb.

313. Pravrtta also will be of two limbs or one. Maha-

janika will be of one limb and Sambarana of two limbs.

314. In the Ullopyaka this is the Anta beginning from

The Prakari

315. The Vastu of the Prakari, cousists of six Matras

and nineteen Patas, and it (Vastu) should be of four Kalãs in

316-317. There should be no literal (vathaksara) Tila

or Tala of two Kalas. After the initial three Matras there

should be Samy and Tala. Then the Vastu should be serially

' See SR. V. 136-137.

(316-317) 1 See SR, V, 137-138,

THE TIMF-MEASURE

Upavartana and before it Udghattakah and Parivartak a

in Anta [Tala].

Tryasra Tala.

Sannipata of three Kalas. Then comes Pravitta.

tana with Pañcapänih of the literal (yathaksara) class.

Ayugma (ojah) Talas, should be the Antahpravartana.

Sthita ending with Pravrtta.

length'.

(306) " Read jugmopy antah for yugme hyantah,

(315)
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made of Patas consisting of six Matris. And the Upohena

will be in the first half of the Vastu.

318-321. Its second Mâtra will be Samya with Tala and

Samya again will be at the end of the three Maträs. In

the fourth Matra there should be twelve Talas and in the

fifth eighth' Talas. In the sixth there should be Samys of

two Kalas, Tala of two Kalãs, again Tala of two Kalas and

321-322. When four and a half Vastus will constitute

the Prakari, it will be the latter half of the Pada and

its half should be placed before. Its Samharana should be

made with the short Asarita.'

The Ovenaka

323-328. The first Pada of the Ovenaka is to be made

equal to that of the Sakha of the Aparântaka, and its second

Pada is to be made equal to that of its Pratisakha. And the

same will be its Patakala and Masaghata afterwords.
The rule of its Pata, will he six Patas of twelve Kalas, lThey

will be as follows :] Samyã of two Kalas, Tala of two Kalãs,

Sannipata of three Kalas, and its Masaghata generally will
be a limb of Vivadha. At its end should be Sandhi and

sometimes Upavartana, and its Ogha will be made up of
Pañcapanih of one Kala, and the Sandhi should be made of

329-330. Its rule like of that of Upavartana, in
different. The rule which is applicable at the beginning
of the final Caturasra, is to be wished [as] the Caturasraka
according to the same limb of Vivadha.'

V. 141-142.

SR. V. 139.

(329-330) ^ The text here seems to be corrupt.

xxxI. 318-330] THE NATYASASTRA

Samya of two Kalãs and Sanya, Tala, Tala, Samya and Tala,

Samya, Tala and Sannipata?.

Tala of two Kalãs, Samya of two Kalãs, Tale of one Kali,

Literal Pañcapänih, and Ekaka and Vivadha are its limbs.

(318-321) 1 Read casta[kah] smytah for castamah smytah. = cf. SR.

(321-322) 1 Read karyam samharanam for kayam samharanam. See
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330-333. The Sampistaka will be of two kinds:

Sandhivat and Vajratala.' They will consist respectively of

seven limbs of twelve Kalas, and of twelve limbs of ten

Sannipata. This is the Sampistaka in the Ovenaka of seven

limbs.

333-334. This, after adding to it two Samys and a

eleven Patas are called the Sampistaka, and tho Upavartana

is to be applied like Vajra!

335-338. Combined with Vivadha and Vrtta, the Praveni

is of two kinds. The application of the Praveni should be

made the literal Pañcapanih, and it should consist of two

Kalãs or mixed [Kalãs] according to the limbs, and some-

times Upavartana should be made at its end, and the same

should bo according to the prescribod use of the Pañcapänih.

The second Täla falling from it, is callod Apapita. Its

338-341. In the Rovindaka, there should be six Mâträs

with the Padabhãga of four Kalãs. Here the Pâta is desired

aftor the half of the five Matras. This Pata will be as

the rule of five Matrãs in due order. Fourteen are the Tilas

desired in the Matras of the fifth.' Similarly the sixth will
have four Kalãs as in the Madraka.

342-313. In the beginning there should the Upohana con-

sisting of eight Kalis. Then there should be tho I'ratyupohana

of two Kalas. The Patas should end in a Sannipata and

include Vivadha and Ekaka. In the end its collection of

Varnas, will consist of eight Kalas, This the tabular view

[of the first Pada of the Rovindaka].

(330-333) ' The text here scems to be corrupt.
(333-334) " The text here seems to be corrupt.
(338-341) ' The text here seems to be corrupt.

12

[xxxI. 330-343

Tälo, is desired in the [Sampistaka of] twelvo limbs. Nine or

Antaharana should be made in the Vajratala.

The Rovindaka

follows :] Tale, Samyu, Tala, Samy, Tãla, Samya. This is
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344-345. The second Pada will also have similar
Varnas in its Upohana. Its tabular view should give the

Talas in its body. This should be represented by Pañcapanih

of two Kalas, and its total length will be twelve Kalas only.

346-349. In the body of the Rovindaka, there should be

the Upohana of six Kalas, and in its beginning there should

be Vivadha and Pravetta. And it should begin with Avapa

(a-kara)' and is to consist of four or of three Kalãs according

be made up of literal Pañcpanih. In its beginning there should

be Ekaka, and at the end Pravilta. This is the Rovindaka.

The Uttara comes aftewards.

The Uttara

350. I shall speak of the Uttara having characteristics

according to rulos. It should have Mukhe and P'ratimukha.

351. As in the Ullopyalin, it should have in the begin-

ning a Matra mado up of four Kalas, and as in the Rovindaka

it should use at the beginning a group' with Avapa (akira)?

352-354. It should have six limbs in the minimum

and twelve limbs in the maximum, and its Sakha should

one

just like the Sakha, and only it will haro a different

355. Though it is performed without any speciality
it should have some rule at the end. At its end, the Sirsaka
should be observed with the [litorall Pañcapanih.

356. The Pratisakha should also be performed with the

Pañcapänih of two Kalas having Patas mentioned abovo.

(346-349) The reading here is probably corrupt.

(351) ' Read ganam adyan in the text.
a See note 1 on 346-349 above.

• (352-354) ' The passage seems to be corrupt.

xxxI. 344-356] THE NATYASASTRA

have six Pätas consisting twelve Kalãs Thoy (i.e. tho Patas)

will be as follows :] Tala of two kalãs, Samya of one Kala,

Tala of two Ralas, Samya of two Kalas, Tala of
Kalã, Sannipata of three Kolas. The Pratisakha will be

Pada.
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357. This is the Tala of the Daksina Märga in the

Seven Types of song. The time which is suitable in the

358-359. And the same [rule will hold good] in the

Citra [Marga] when there is nothing special. This is the rule

of time in dance' due to Ardhayoga, except in the two

at that time will consist of two Kalas

360. And similarly in the case of the Rovindaka and of

the Ullopyaka as well as ul the Madraka and of the Uttara,
the socond syllablo will consist of four or of two Kalãs.

361-362. The is the rule in the bodies [of songs] and in
the remaining [case] there should be Prakrti, and in the Prakrti
too, four Kalas should bo used along with two Kaläs! In

consist of groups of four Kalis.Tho combination (Yoga) of
four Kalas available in the Vrtti Marga, will also occur some-
times in the Daksina Marga.

363. The rule of Tala in the Daksina [Marga] men-
tioned in case of the Mukha and the Upavahana of the
Madraka and Ullopyaka, will also be available in the Vrtti

364. In the Citra [Märga] whother it is used by itself
or along with anothor', both these (i.e. rules of Kalä) have
been prescribed. Iu the Citra, tho rule about the Sakhas may
end in any of the threo Margas."

365-366. Theso are the (songs of] Seven Types [sung]

in the three Margas, and they are of two kinds :' Kulaka and

(358-359) ' Read nytle for otte in the text.
Read ardhayoga in the text. This term has not becn explained before.

(361-362) " The text here seems to be corrupt.

trans. is tentative.
(365-366) 1 See S. R. V. 60.

Daksina [Marga] will bo used also in the Vartika [Märga].

Mukhas of the Ullopyaka and of the Uttara. The Ardhoyoga'

case of the Vrtti (Vartika) Marga, tho Ardhayoga in time, will

(Vartika) Marga.

•ibid.

(364) / Read cite taste in the text.? Read traumärgikam. The
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Chedyaka. [A song of] one sentence (lit. meaning) is Kulaka?

and that of] different sentences, is Chedyaka.

366-367. The songs of Seven Types are [again] of three

367-368. The Niryukta' is that which has Sakha
from outside the body of the song. The Padaniryukta' is that
which is partially free from such elements outside the song,
and the Aniryukta' is quite free from such elemente.

369. These are the two classes of songs of Seven
Types. These Seven Types of songs uttered by Brahman,
havo come out of the Samaveda.'

370. Songs and instrumental music [performed in] the
worship of gods, [bring] limitless merit, and at the conclusion

of all such songs, Chandaka (Chedyaka?) has been prescribed.

371-372. This is the rule of the Rk, Gatha and Panika

having forms consisting of two four, three or nine Caturasra,

Talas. According to this rule, one should prescribe Caturasra

372-374. The group (gana) mentioned before', should

have one Kala at its beginning. And this Kalä should consist

Catuspada songs connected with the praise [of a deityl,

should be made up of eight or of six limbs, in Talas of

Caturasra or Tryasra forms. Such songs with one, two, or

three limbe are to be made up of four Padas.

* Sd. gives clearer definitions. According to him, the Kulaka
is a song in which different limbs constitute a single sentence (SR. V.

61.) and when such limbs are different sentences, the song is called the

Chedyaka (ibid). For the limbs see 223, 236, 231-234, 244-245 above.

3 See note 2 above.

(366-367) ' See SR. V. 61.

(367-368) ' Sd. seems to define this differently. Cf. SR. V. 62.

= See note 2 above. & See note 2 above and also cf. SR. V. 63.

• I See I. 17-18.

(372-374) ' It is not clear where this has been mentioned.

xxx1. 366-374] THE NATYASASTRA

kinds': Niryukta, Pada-niryukta and Aniryukta.

and Tryasra Talas.

of four Matrãs. The Madraka (madriki), the Pänika and the

(369)
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cribed separately or jointly in these limbs. This is [all
about] the Tala of songs of the Seven Types prescribed by me.

Tryasra. The rule of their Talas [relate] briefly to six kinds.

in form consisting of four Sannipatas in the Cañcatputah.

378-379. At the end of the Supratistha', thero should

ing on Capaputah. It is combined with four Sannipatas at

the end of the Pada. The akasagraha of all these will be

will be followed by these two, and it is to be joined with

381. The two Padas known as the pair, at the end of

the Padas (2) in the Sannipata, are to bo regularly connected

with the Cañcatputah of two Kalãs. Sirsakas are to be applied

manners.'

382. Along with four Sannipatas quite at the end

of the Pada, one should apply two final Matrãs of the Tala.

383-384. The two Matras in their time, are to be made

without any excess, an expert in [dramatic] production

should make it of equal Matras by reduction or prolongation.

384-385. Along with the increase of Varnas, there

should be an increase of [the form of] Talas. A new Kalã in

due to a connection with Kala and Tala, is [called] Suska

(377) ^ Not defined anywhere.

? Not defined anywhere.

(378-379) ^ See below XXXII, 55.

* The trans. is tentative.
This passage seems to be corrupt, and the trans. is tentative.

(383-384) * This term has not been mentioned before!

[xxx1. 375-385

375. Caturagra and Tryagra forms [of Tala] are pres-

376. Dhruvãs are to be known as Caturasra and

377. [Of these] the Addita' and Utthita' are Caturasra

be Sannipata. Apakrsta should be in Tryasra [Tala] depend-

the Cañcatputah?

380. The Vilambita [Dhrüva] will be Tryasra, and it

the Cañcatputah beginning with Niskräma.

with the Pañcapänih (i.e. Caturasra) Tala in two different

equal to Jhamkaras.' When there will be a Kala [in Dhrüvãs]

the syllables of the Niryukta [songe], will be Jhamkãra. This,

Kuttana.

(381)
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386-387. A [proper] Kala and Tala are to be observed

in all the Dhrûvas. The principal' Tala should be regularly

observed in the case of Natkutas. In its Kalapäta it will

be in the Cañcatputah Tala. This Tala will be Tyrasra in the

348-389. This limb' will bo Akrilita. Tho limbs which
are [applied] in the Dhruvas, aro to be made up of eight or of
sis Kalãs. This is all about tho Tala prescribed by me.

390-391. I shall now speak of its rules (lit, charatoris-

tics), at tho end' of a [discussion] on the Catuspada

The Tala of the dance which begins with delicato [move-

ments] and relates to the Erotic Sentiment, and which has

been created by the goddess' [Parvati], will now bo described.

391-392. [The song known as] the Catuspada, should
be performed by women, and it is of two kinds, viz. Tryasra

392-393. The Catuspada according as it relates to the
speech of one, of two or of many, will be of three kinds, and

will abound in the Erotic Sentiment.

393-394. It will again be of three kinds, viz. Sthita,

394-395. [ItsTala will be as follows :] Niskrama,

and
followed by Sannipata.

395-396. There will be twenty-eight varioties of Catus-

pada. I shall speak of these varieties in due order.

396-398. The Catuspada of the Sthita class will have

a quick tempo, and that of the Pravrtta class a slow tempo

(388-389) * See 11ot 1 to 386-387 above.

(390-391) ' The passage seems to be corrupt.
a This seems to be the term used by Kalidäsa (devah,

xxxI. 386-398] THE NATYASASTRA

Khañjaka Dhruva.

The Catuspada

(quatrain).?

and Caturasra.

Pravitta and Sthita-pravrtta.

Samyà, Tala, Samyà being preceded by Niskrama

(386-387) 1 Read angatala for bhangatala.

Sarmisthayah kyir layamadhya Catuspada, Mãlavi. II, 0.5).
• 8 See AD. (text) 5. p. 1.
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medium tempo, and the T'ala there, will be the Cañcatputah ag

well as the Capaputah, and their Patas will be in double Kalas.

398-402. [The Catuspada has the following varieties :]

102-103. Now listen about their characteristics.

That song which has its words fully expressed, and

consists mostly of short (syllables), is uttered quickly and

is sung in a quick tempo, is called Bahvaksari.
403-40t. The song which consists mostly of long and

prolatod syllables, and includes short sentences and words,
and observes successively throe different tempos, is called
Prthula in connoction with the practice of delicate [dance].

104-105. That song which observes three tempos and
three Yatis, and includes three kinds of syllables [in equal
Ineasure], and requires a Tala of thirtyone [Kaläs], is called

105-406. The song which consists of long and short
syllables only, and observes quick and inedium tompos and has
half the numbor of Kalis requirod for the Magadhi, is callod

406-107. The song which has a regular number of
short and long Matris in its Padas, and its Padas, Varnas,
tompo and Tala are regular, it is called Samäksarapada.

407-408. The song which has an irregular number of
syllables and Matras [in its foet], and has its feet irregular in
number, and which observes no regular tempo and Tala, is

408-409. That' song which requires the final Sannipata

(404-405) ^ Sce XXIX, 76-77 and also XXXII. 488-189.
(105-406) / See XXIX, 78 and also XXXII. 481.

[xxxI, 398-409

and the Catuspada of the Sthita-pravrtta class will have a

Bahvaksara, Vipula (Prthula) Magadhi, Ardhamägadhi,

Samãksarapada, Visamäksara, Adyäntapahranã', Anikini,

Avasanapaharana, Antapaharana, Abhyantaripaharana, Ardha-

natkuti, Ardhakhaija, Misra, Sirsaka, Ekavasana, Niyataksara

and Ardhapravrtta.

Magadhi.'

the Ardhamagadhi.'

called Visamaksara (Visamäksarapada.)

(398-402) * Read adyantyapaharana for tasyantyapaharana.

(408-409) ' Read jah syat for vat syät.



409-410.The song which has in its middle, beginning

and end, syllables with Anusvära, and the remaining Padas

are without any such restriction, is called Anikini.

410-411. The song with no fixed number of syllables

in its Padas, is always called Avasanapaharana,

Such a song which has Anusvara, and is quick in tempo,

411-412. The song which has its second Kala in Sanni-

pata, and has syllables in its middle, is called Abhyantara-

412-413. The song which is divided into halves, is called

413-414. When in a song, the Khañja and the Natkuta

have been mixed up, and it is sung in the Tryasra or the

Caturasra Talo, it is called Misra (the mixed one).

414-415. The song of which the half is suddenly [com-

menced and finished, and is adorned with Sirsa, is called the

415-416. The Catuspada song, of which one Pada ends

with half of the Varnas, is called Ekavasana. It should have

only long and short syllables in the previous Pada.

416-417. The Ekapadavasana song which is furnished

417-418. The song in which the Sthitã or the Pravitta
is half applied, is called Ardhapravrtta, and it is created by
both of these two.

418-419. Its (1, e. of the Catuspada) Tala is as follows :

There are three kinds of Upohana in the delicate [kinds

of dance].

(411-412) * The text is evidently corrupt.

X881. 409-419]
THE NATYASASTRA

and the final Anusvara is called dyantapaharana made of

Anusvara.

is called Antapaharana.

paharana with Anusvãras.

Ardhanatkuta. And when followed by Tryasra Tala, it is

called Ardhakhañja'.

Sirsaka.

with a Sirsaka in each of its Pada, is called Niyataksarā.

Niskrama, Samya, Tala, Samya, Ávapa, and Sannipata,

(412-413) ' Read hy ardhakhañjeva for khañjena.
(415-416) 1 Read ekavasana for ekavasana.
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420. Its Pratyupohana consists of two Kaläs in the

minimum, and three Kaläs in the maximum. Its final Kala

being called a double one, will end in Sannipata.

421. This song will have Sannipatapaharana, in its

middle and end, and it may be completed in two or in many

sentences.

422. It may consist of one, two, three or four padas,

and of not more than four.

423. For, making it full of numerous padas, does not

create beauty and kills' the nature of the Varnas and obstructe

the expression of limbs.

424. Hence the Stita is always to contain two padas,

and it' should be also performed in one pada, and the Pravitta

is to consist of four padas.

425. The Padapãtas there, will have one form and will

consist of one pada, and its Kalas will be twentytwo in the

maximum, and shall contain a Sannipata in its pada.

426. In its medium size it is known as having three

padas. Aud on account of the Sannipata it should be sung

in a medium tempo.

127. I shall now describe for you in due order, the

characteristics and application of the Lasya, of which I spoke

to you before.

428. It is said that the Lasya is so called because of

its shining (lasana). It relates to mútual attraction of

men and women, and like the Bhana' it is to be performed

by one person, and its subject-matter also should be suitable.

(423) "The passage is

(424) "This passage also seems to be corrupt. Emend para 441

(425) 'This passage is also possibly corrupt. The trans, is tentative.

(428) "Sce XX. 107-109,
13

[xxxx. 420-428

The Lasyas

corrupt. Emend naf past? etc. as

(427) "See XX. 132 ff.
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429. That (i.o. its subject-matter) having one topic or
many topics, has been mentioned in connexion with its

[different] types (anga). It has ten' such types and I am

going to define them.

432-433. The Asina' should be performed carefully

by a woman while she is seated. And the Shitapathya
should however include the earthly Caris, at the time of

dance and of playing of instruments, and at the beginning

and the closing of songs.

433-434. The rules which hold good at the time of
[ordinary] dance and of the playing of instruments, should

generally be followed in the Lasya.

434-435. Types of the Lasya, are briefly ten in number,

I shall [now] speak of their application and characteristics.

435-437. After' the musical instruments have been

placed in proper order and the screen has been drawn
away? and the flower offerings have been made, to the seat

assumed to have been taken [by Brahman,) and the drums

have been tuned, and the Trisaman,' has been chanted, [the

wise] should perform the duska Asãrita in accompaniment

of three flutes. Then the Asärita should be performed in

the Tala prescribed for the Margasarita.

(429) 'Ch. XX. 132 footnote. &See the note on 476-478 below.

(432-433)"The fuller form of the Asina is Asinapathya.
*See XI. 13-28.

"See V. 74.
*This term has not been defined anywere. Does it mean

"the three Sartan chants' in the Vedic manner? See XXXI. 369.

XXXI. 429-437] THE NATYASASTRA

430-432. The types of Lasya,' are Geyapada, Sthitapathya,

Ásina[pathya], Puspagandika, Pracchedaka, Trimudhaka,
Saindhava[ka], Dvimüdhaka, Uttamottamaka, Vicitrapada,

Uktapratyukta and Bhava (Bhavita).

The Geyapada

(430-432) "See XX. 132 f. n.

(435-437) 1See V. 17. Emend canterraà: as unfu arefrara.
*See V. 11-12.
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438. Then there should be the Upohana in the Tryasra

Tala of two Kalas, and afterwards the three Parivittis; and

this should be the conclusion [of the Preliminaries]. The

experts should [then] observe the conclusion with Parivittis

439-440. During the Parivarta a male sentence should

be uttered first. An aggregate of three sentences, is 'male,'

whereas that of four sentences, is 'female. This should

be done for attaining the Nirvahana at the conclusin.

441-444. This is what is known as the first type of

Tala, and the two Khañjakas are to be sung in the

the literal (yathaksara) class, and should include eight
Sannipatas, and it should end in the Cañcatputah of two

Kalis in a quick [tempo].

445. After adopting the Tryasra Tala the Asina-

pathya should properly be performed with a song composed

in metres of long feet, expressing wholly manly feelings.

446. Thus the Asinapäthya should be performed in

the four feet [of its song] expressing the meaning sung

447-448. In the Asinapäthya one should employ

& Sirsake consisting of eight Sannipatas and of T'alas etc.

And this should be in the literal Pañcapanih Tala.

418-449. In its second Parivarta when the eighth

Sannipäta is over, one should then sing a sloka in the

449-450. The playing of drums performed in the

Äsinapathya should agree with(lit. be similar to) the

movement of limbs made in it.

(Parivartas).

Lasya called the Geyapada.

The Sthitapathya

I shall [now] speak of the Stbitapathya. One or

two Vittas (Parivartas) should be sung in the Pañcapänih

Cañcatputah Tala of two Kalas. [This Tala should bo] of

The Asinapachya

in the Pañcapanih Tala.

Caturasra (vugma) Täla.



100

450-451. One should then sing eighteen or twelve
Padas, and the Nirvahana should afterwards be performed

in the Uttarah Tale. This is the rule regarding the Äsina-

452-153. Now listen about the type of Lasya called

the Puspagandika which is adorned with various kinds
of metres, and in which singing and playing of instruments
are done alternately, and during [the singing off every foot
of songs, there should be appropriate Aúgahäras and the

playing of instruments.

454-455. One should sing (lit. use) there a song in

a male metre of the Samavrtta class. At the time of singing

each foot, there should be a suitable dance and the playing

of instruments in the Cañcatputah Tala with four Sanni-

455-456. Then the two [songs of] metres of the Khañja-

Natkuta class should be sung, and at the end of their

Nirvahana there should be & Sirsaka in the Pañcapanih
Tala, and the dance in it should be performed in the
Aviddha Cari and with expressive Angaharas.

457-459 An expert in the performance of Lasyas
should know that the Pracchedaka consists of three limbs

and two Dhatus. When the theme of the Lasya relates to

the joy [of a heroinel on seeing the face of the lover in

moonlight, in a temple or in & mirror, the expert should

know that it is the Pracchedaka in which, dance predomi-

nates and which is rich in games, and is besides adorned with

[different] expressions of Passion (helã).

459-461. Its games should be performed in the Cañ-

catputah Tala and with & song of regular (lit. equal) feet

it should include a song in the Totaka metre of many
syllables and meanings, and should be performed in the Pañca-

panil Tala of two Kalas or of one Kala, or the both mixed

xxXI. 451-4611 THE NATYASASTRA

pathya.
The Puspagandika

patas.

The Pracchedaka

in the Matravrtta (morio) metre and with eight Sannipatas, or
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with each other. (Its] Sirsaka should be made up mostly

of heavy syllables, and it should be performed in the T'ryasra

Tala of the literal kind including eight Sannipatas.

should include games and be performed with songs combin-

ed with Vivadha and Ekaka, and these should relate to the

463-467. The Trimudhalkal consisting of soft words

devoid of harshness, sung in the Gandhãri Juti, should be

performed in the Cañcatputah Tala of two Kalas. Thus

performed in the proper Marga and with proper number

it should have in it sixtyfour Sannipatas. But there should

not be in it any Angahãra and Viskambha. The recitative

here connected with the play, should be delivered in the

attitude of a male person, and the Natkutaka and Khanja-

kas are to be performed in this way. Thus has been

described the Trimudhaka which has in it many Sentiments.

167-468. The Saindhavaka' should be known as a per-

formance without very clear Angahãras and without many

Recakas, and it should be in the dialect of Sindh (Sindhu)

Accompanied with instrumental music, it should be in an

energetic metre.

469-471. The recitative in it sbould not be short,

and the instrumental music in it, should be rich in Vitasta

and Alapti, and it should mostly include heavy syllables

and be followed by many mild Angahãras. The Saindhavaka

should be performed in the Caturasra (vugma) Tala with

(467-468) 'See note 2 below.

2May this not be considered as an evidence of the

'inhabitants of Sindh, who descended from the Indus people, having
dramatic dances in a very remote antiquity ?

[xxx1. 462-471

462-463. The Lasyânga called the Pracchedaka

the Kaisiki Jati.

The Trimudhaka

of Kaläs [in its Tala] and with (such] Vidaris, and Vivadha,

The Saindhavaka

Akriditã Bhagas (3).
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171-473. The Drimüdha[ka] should have the Mukha and

the Pratimukha in the Capaputah Tala which should contain

twelve Sannipatas. It should have & theme with more
than one set of events and with many meanings, and it

473-475. In the Uttamottamaka, one should first of all

sing the Natkute and then a Sloka with various meanings.

And then the theme of the song should be in the Aparantaka

Sakh, and the Sirsaka in it should be in the literal Pañca-

panih Tala, and the performance should be adorned with
the expression of Passion (helã).'

476-479. The Uktapratyukta is always described as

abounding in references to anger and its pacification, and

it is always characterised by beautiful dialogues and
censuring actions. Its Tala should be in the half-measure

of the Vastu of the Prakari, And afterwards it should

and Sampistaka of these should be in the Tryasra Tala.

Thus the Uktapratyukta should end in pacification. This

is the Lãsya of ten' types which I have finished describing,

and these ten types may oocur in the same manner in a

(473-475) "The description uf the Vicitrapada thetenth
Lãsyänga expected after this, is missing.

(476-478) "The description of the Bhava (Bhavita) the twelfth
Läsyänga, expected here, is missing. It should be remembered in this

connexion that Visvanätha does not consider the Vicitrapada and the

(479) ISee Visvanatha's view quoted above in the note to 476-478.

xxx1. 471-4791 THE NATYASASTRA

The Dvimudhaka

sin or eila tie calady realings and should consist of one

The Uttamottamaka

The Uktapratyukta

perform the Sirsaka in the Pañcapãnih Tala. The Vastu (?)

Prakarana.

Bhava to be among the Lasyngas (See SD. ed. Jivananda. p. 393).
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Importance of the Tala

480-483. A break in the Lasya is known as the

Samcãra, because of its inversion.! These are the schemes

of Talas of songs [in the Lasyas]. In observing these, one

ought to make great efforts; for a dramatic performance

(natya) is based on the Tala? And the same rule holds good

in case of playing all the musical iustruments in a dramatic
performance, for the Tala relating to the timing, always
gives it proper measure. For a song defficient [in a Varna]
or having a superfluous Varna is hold [within measure] by the

T'ala. Hence this should be carefully studied by the

producers [of plays].

483-184. The Seven Types of traditional songs such

Catuspada and Vardhamana, are all recognised by their
Tala. Hence one should, with every effort learn (lit
ascertain) their Talas.

485-486. One cannot be & singer or player of instru-

ments, unless one knows the Tala. Hence one. should

observe the rules given above.

The Three Layas

186-187. There are three kinds of Laya (tempo) such

tempo ismade manifest in different Margas' of songs and

playing of instruments, and it is an essential aspect (lit. the

soul) of these two (ie. singing, and playing of musical

instruments). In these Margas there are, besides, three Yatis

related to the tempo.

488. That which is known as completion of metres,

syllables and words, is called the Laya' or Mãna (measure)

depending on the variation of timing in Kalãs [in its Tala].

(480-483) "The reading here in probably corrupt.

(486-487)'See SR. V. 48.

[xxxI. 480-488

as the Rk, Gathe and Pänika etc., and the Prakirnaka,

as quick (druta), medium (madhya), and slow (vilambita). This

*See SR. V. 11.
(488) 'See SR. V. 50 ff.

*See SR. V. 2.
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The Three Yatis

489-490. The Yati which is of three kinds such as,

instruments.
490. The Yati, when it has the same tempo in the

beginning, in the middle and in the end, for Varnas and
words, is called Even. It is used in the Citra Marga, and it
predominates generally in the playing of instruments.

491-492. The Yati which in traversing the path of
musical sounds, is soinetimes staid and sometimes running, is
called Current-like', and it is used in the Vrtti Marga.

492-493. When syllables are thus indistinguishable
as long and short: *

The Cow's-tail Yati is a prolonged one and is generally

The Three Panis

493-194. The Panis relating to songs and playing of
instruments, are of three' kinds: Samapani, Avapani and
Uparipani. The playing of instruments which is simultaneous
with the start of Laya is called the Samapani.

495. That (i.e. playing of instruments) which precedes

the start of Laya, is called the Avapäni. And the
playing of instruments which follows the start of Laya,

(489-490) 'See SR. V. 51-53.

(191-492) See SR. I. 52.

(492-493) 'It seems that a portion of this definition has been
lost.For Sarngadeva's definition see SR. V. 52-53.

(193-494) 'Sarigadeva defines the three Grahas and in the same
connexion defines Pãnis also. See SR. V. 54-55.

(495) See the note on 493-494 above.

xxXI. 489-495] THE NATYASASTRA

Even (sama), Current-like (srotogatà) and Cow's-tail (go-puccha)'

ana gulatil de in latin to it cao pid inor de

used in songs (geya-bhuyistha).

is called the Uparipani.

(490) "Sce SR. V. 51.
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496. The totality of syllables penultimate to tho Yati,

will indicate the tempo, and from the tempo the measure

of these will change.

497-498. A decrease of Kalas should be made in

other Panis. In the slow tempo, there should be one
Sannipata, in the medium tempo two Sannipatas, and in the

quick tempo the number of Sannipatas should be four.

499. That which is indicated by this difference, is

called the quick and the medium tempo, and the Avapani
is dependent on a medium tempo.

500. When [the Talas of one Kala] becomo the
Antarakala played in quick tempo, then it is called tho

501-502. There is no provision for Kalas bigger than

this.' Yatis, Panis and Layas should be observed' in due

manner by experts after considoring the application of songs.

This is the rule of Tala for the Dhruvs, when the Tala is

to he observed in their cases. I shall hereaftor speak about

the limbs of the Dhruvas.

which treats of tho Time-Moasure.

(500) "The passage is probably corrupt.
(501-502) 'This perhaps refers to Sannipatas in 497-498 above.

*The word kartavyam should be mended as karlavya.

14

[xxxI. 496-502

Uparyuparipani.

Here ends the Chapter XXXI of Bharata's Natyasastra,



1. Listen [now] from me about those types [of songel

which have been called Dhruvas by Bralimonas such as
Narada' and others.

tional] Types [of songs]' which have seven different measures,

3. O Brahmanas, I shall discuss thoso [songs] in

different metres which being created from those types, attain

the status of Dhruvas.

4-6. Tho firo classos of Dhruvas have always the follow-

7. Songs consisting of ono, two, throo and four Vastus

are respectively called the Dhruva. Purigitika, Madraka

8. Tho Dhruva is so called, becanse in it words, Varnas

connected with one another.

Dhruvas and their limbs

9. Depending on different conditions, the Dhruvas

are known to be of five classes. I shall speak of the seven

limbs which they consist of.

(1) 'An old authority on music.

(2) "The recitation of Rk stanzas.

*This term is otherwise unknown.

*The Saman chants. See MH (Ch. X).

CHAPTER THIRTYTWO

THE DHRUVA SONGS

2. Tho Rk', Panika' and Gatha', and the Seven [tradi-

are called Dhruvas.

ing limbs (anga) : Mukha, Pratimukha, Vaihayasako, Sthita,

Antaharana and Mahajanika.

and Catuspada,

Alamkara, tempo, Jati and Panis are regularly (dhruvam)

10. Limbs of the Pravesiki Dhruva are Upaghata,

Pravita, Vajra and Sirsaka.

1 See XXXL, 220ft,
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14. The limbs and the Kalas which are included in

the songs, should bo represented in the Dhruvis by means
of [appropriate] types of metros.

ragra should, as said before, consist respectively, of six or
of eight Kalas.

16. The limbs of all songs, which have beeu mentioned

17-18. [Tho part of the song which completes the
Pada and the Vara, is called the Vidari.!' I shall now speak
of the rules regarding their application to [different]
characters [in a play]. Tho Vrtta class of limbs will apply
to the superior charactors, and tho Vivadha to the middling
ones, and the Ekaka to the inferior characters.

18-19. Taking into account the application (voga) [of
the Talal which may be Tryasra or Caturasra, one should

19-20. The Avasaniki Dhruva should have feet of

metres which rest between Gayatri and Atiakkari.

20-21. The Avasaniki Dhruva which falls between the

Sakkari and Atikrti metres, consists of a foot and a half of

these.

made up of short and long syllables, according to the rules

of Yati, metre and its measurement in matras.

(11) *This is perhaps a non-Aryan word.
(17-18) "The definition of the Vidãri is probably misplaced.

""Their' relates to limbs mentioned in 16 above.

THE DHRUVA SONGS [xxxII. 11-22

11. Limbs of the Addita' Dhruva are Prastara,

Masaghata, Mahajanika, Praveni and Upapata.

12. Limbs of the Avakrsta Dhruva, are Mukha and

Pratimukha, and of the Sthita Dhruvi, limbs are Vaihäyasa

and Antäharana.
13. Similarly, of the Khañja-Natkuta Dhruva the limbs

are Samhãra (Samharana) and Caturasia, and of the Antara

Dhruva, the limbs are Sandhi and Prastãra.

15. Tho Tala in a Dhruva being Tryasra and Catu-

[before] are Vrtta, Vivadha and Hkaka.

perform the Avasaniki Dhruva in its [proper] measuro.

21-22. The foot of an Avasäniki Dhruva should be
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22-23.For the superior and the middling characters

inferior characters it will be Tryasrã. When the Dhruva is

full of meaning in all its parts (artha-purna-padi) Vetta should

be applied in it. On the strength of the Vitta the Dhruva

24. Dhruvas originating in various metres are of

five kinds. According to Sentiments which they contain they

are superior, middling and inferior.

26-27. The first Dhruva is Pravesiki (entering), the

second one Aksepiki (indicating), the third one Prasadiki

(calming), the fourth one Antara (transitional) and the filth

one is Naiskrämiki (departing). I shall describe their metres.

28. The Vastu of the Gandharva which 1 have spokon

of as consisting of notes, Tala and words, will be [called]

Pada' when it will reflect notes and Talas.

24), All that is made up of syllablos, is called the l'ada

It is of two kinds according as it is [regularly] composed

30. It is again of two kinds: conforming to no time-

measure (a-tala) and conforming to a time-measure (sa-tala).

For the purpose of the Dhruva, it is to conform to a

time-measure and is to be [regularly] composed.

31. A Pada which conforms to no time-measure and

which is not regularly composed, is connected with the
Karanas' and it embellishes the playing of all kinds of
musical instruments.

32.That which is furnished with a fixed number of
syllables and which has a metre including cassura and has
a time-measure and tempo (laya) for its syllables, is called a
regularly composed Pada.

(28) ' The meaning of pada as 'song' which is available in New

Indo-Aryan, probably goes back to this.

"Karanas here relate musical instruments.

XXXII. 22-32] THE NATYASASTRA

the Avasaniki Dhruva should be Caturasra, and for the

should be Ávasaniki.

25. Dhruvas are of three classes : Kanisthikagraha,

Sannipatagraba, and Apagrahi.

(nibaddha) or not so composed (a-nibaddha).

(31)
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33. That which has a free metre and caesura and has

no fixed number of syllables and has no [prescribed] time-

measure and tempo, is called an irregularly composed Pada.

31. The syllables not regularly composed will be out-
side the Jäti songs, and one should describe their performance
along with the Karanas of the musical instruments.

35. The Padas which are irregularly composed and
not furnished with any time-measure, are connected with the

musical instruments and they are [meant) to embellish the
latter.

36. But thoso (Padas) which are regularly composed
in persuance of the [rule off syllables in a metro, aro called
the Dhruvas. I shall next speak of their characteristics.

37. The three T'ryasra classes [of metre] to be applied

39-10. The classes (of metre] known to bo in use in

40-41. Now listen about the class [of metres] for the

class of metres applicable to such characters are Paikti,

42. For all these classes three kinds of syllabic metres
havo been prescribed. They may be inostly in long syllables or

in short syllables or may equally have long and short syllables.
43. The Apakrsta Dhruvas should be in metres mostly

with long syllables, and the Druta (quick) Dhiuväs should be
in metres containing mostly short syllables, and the remaining
Dhruvas should be in metres having short and long syllables
[in almost equal numbers].

44. Metres with odd number of syllables are to be
applied in the Mukha, and these when made up of short
syllables of even number, are to be applied in the Drutà

THE DHRUVÄ SONGS [xxxII. 33-47

in the Sthitapakrsta [Dhruva] are the Atyukta, Madhya,
Pratisthn and Gayatri.

38. Tho Yugma class lof metres] to bo appliod in the
Prasadiki Dhruvas are the Usnik, Anustup, Brhati and l'ankti.

the Dhruvas of speed, aro the Anustup, Brhati, Jagati, Druta,
Capala, Udgata and Dhrti.

Prâvesiki Dhruvas in case of energetic [characters). The

Tristup, Jagati, Atijagati and Sakkari.

Dhruvas.
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15. Metres which have a small number of syllables

and are considered small metres, are to be applied in the

46. Metres beginning with long syllables are to be used

in the Sthita [Dhruva], and those beginning with short

syllables are to be made the Druta Dhruva, and metres with

odd and even numbers [in alternate feet] are to be made the

17. A metre consisting of short, and even number of

syllables or of odd and small number of syllables are to be

48. In case their Varnas are to bo increased they should
include Samya in their Tala. I am now describing all the
classes of metre with examples of their patterns and according
to their names, extent and use. Listen about these from me.

The metres used in different Dhruvas

49. Hri. -The metro with all syllables long in parts

50. Atyukta -The metre which has all syllables long

[in all its feet of two syllables,] is Atyukte.

Tr. I adore the god Sarva.

51. Tati-When the syllable in the middle is short [in
feet of three syllables, the metre is Tati].

the world, protect me.

"This def. is not elear.
2This example is in Skt. and so are those in 50, 51, 52 and 53.

'See note on 49.

Xxx1. 45-51]
THE NATYASASTRA

Druta Apakrsta as woll as the Äksepiki Dhruvas.

Aksepiki Dhruva.

applied in the Aksepiki Dhruvas.

of gathà feet, is called Ari.'

Es. No gangart?

Ex. Isam devam
sarvam vande.

Ex. Samkarah Sulabhit

Tr. Jot Sanel mam ho catrios the Trident and orates

(49)

(50) (51) libid.
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52. Dhrti-When the first syllable in its feet of three

syllables is short [the metre is Dhrti?.

Ir. Let the lord of Uma who is the lord of gods, give

you [long] life.

53. Rajani-When the two syllables are short and one

long in the triad of its foet, the metro is Rajani.

Ir. Love aflicts (lit. burns) greatly when one [is] in
separation [from ono's beloved].

54. This (Rajani) is also known as Madhya, These

speak of the characteristics [of tho Dhruva of] the Pratistha
and the Supratistha classes.

syllables the second long, is Pratisthi.
Supratistha— When tho two more (ie. the 3rd and the 1th

Tr. Drying up the limbs the wind blows carrying the
[scent of] lowers.

57. Ex. (See text.)'
58-59. Bhramari-The metre which has in its foot of

four syllables the first two short and the nost two long, is

Ex. (See text.)
Tr. When the forest region is in bloom, the [solitary]

elephant feels distressed.

(56) 'Examples from here are in the Pkt. For avoiding prolixity
they are not given here.

(57) 'The passage is corrupt.

THE DHRUVA SONGS [xxx1. 52-59

Ex. Umesah surendrah

tavayur dadatu.'

Fix. Adhikam virahe

madano dahati.'

[Dhruvas] are all of tho Vrtta (syllabic) class. I shall now

55. Pratistha -The netro which has in its fret of four

syllables) are short it (Pratistha) becomes Supratistha.
56. Ex. (See toxt.)

Bhramari.

(52) libid. (53) 'ibid.
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60-61. Jaya-The metre which has in its feet of four
syllables two pairs of short and long syllables (i.e. short
followed by a long one) is Jaya.

Ex. (See text.)

Ir. The forest region being struck with frost, the

elephant is in (lit. has come to) tears.

62-63. Vijaya-When the third syllable is short in the
above, it is Vijaya.

Ex. (See text.)
Tr. At the appearance of clouds the percocks are danc-

ing in their honour.

feet of five syllables all long, is Vidynd-bhranta.
Ex. (See text.)
Tr. Hero appear the clouds which are roaring, pouring

Woter and covering the world.

66-67. Bhutala-tanvi-The metro which has in its feet
of five syllables the second and the third short, is Bhütali-

Ex. (See text.)
Tr. On seeing the sky overcast with clouds, the wife

of a person travolling abroad, is shedding tears.

68-69. Kamala-mukhi-The metre which has in its feet
of five syllables the final one long, is Kamala-mukhi.

The rain-clouds carried away by wind, movo above
in the sky like serpents.

70-71. Guru-The metre which has in its feet of five
syllables the first, the third and the last long, is Guru.

Tr. Having lost light due to the colour of clouds
•[oovering her], this moon is always pale.

xXXII. 60-71] THE NATYASASTRA

64-65. Vidyud-bhranta-The motre which has in its

tanvi.

Ex. (Seo text.)
Tr.

Ex, (See text.)
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72-73. Sikha-The metre which has in its feet of five

sylabies die soond, to fourth and the last ones long, is

The roaring clouds are, as it were, laying seige to

the sky from all sides.

74-75. Ghana-pankti-The metre which has in its feet
of five syllables the first two short, is Ghana pankti.

Ir. The sky obsoured by clouds together with' light-
ning, is shedding tears, as it were, by its torrents
of water.

76. These are the classes of Dhruva known as the

Supratistha. I shall now speak of the Gayatri class.

77-78. Tanu-madhya-The metre which has in its feet

of six syllables the first two and the last two long, is Gayatri.

Ex. (See text.)

Tr. With his head struck by lightning this lord of
mountains sleeping under a burning heat of lover,
sinks down, as it wore, into the earth.

79-80. Malini-The metre which has in its feet of six
syllables the first, the fourth and the last syllables long, is

(See text.)
Tr. In this great mountain ravaged by wind and struck

by lightning, the she-elaphant is weeping [in

81-82. Makaraka-sirsa-The metre which has in its
feet of six syllables two syllables in the end long, is Makaraka-

(See text.)

"it. lighted up with.

'It is probably because she misses her male companion,

[xxXII. 72-82

Ex. (See text.)

Tr.

Ex. (See text.)

Gayatri.
Ex.

distress].'

sirsa.

Es.

(74-75)

(79-80)

. 15
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Ir. In this winter which excites passion, the wind is
blowing in the pleasure garden.

83-84. Vimala-The metre which has in its feet of six

syllables the fourth and the final ones long, is Vimala.

Tr. The elephant in rut, enters into the lake which is

full of lotuses, and where the bees settle them-

selves.

85-£6. Vithi-The metre which has in its feet of six

syllables the first three and the last one long, is Vithi.

Ex. (See text.)

Tr. In the pleasant autumn, the clouds are roaring,

peacocks are dancing and the bees are humming.

87-88. Gira-The metre which has in its feet of six

syllables the first three and the fifth short, is Girã.

Ex. (See text.)

Tr. The [male] elephant on hearing the roar of clouds,

trumpets in the forest ; for it apprehends a rival.'

89-90. Jala-The metre which has in its feet of six

syllables the first four and the last one long, is Jala.

(See text.)

Tr. On seeing the tree struck with frost and shorn of

all leaves, the female flamingo is weeping.

91-92. Ramya-The metro which has in its feet of six

syllables the fourth syllable short and the remaining ones

Ex. (See text.)

Ir. The terrific black clouds which are roaring and

covering the world, are creating an alarm.

93-94. Kanta- The metre which has in its feet of six

XXXII. 83-94] THE NATYASASTRA

Ex. (See text.)

Ex.

long, is Ramya.

(87-88) 'Cf. Bhattikavya, II. 9.
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syllables the first, the fourth, filth and the sixth long, is

Ex. (See text.)

O dear one, are you in a state of daring courage?

Do you wish to meet her who is angry, intoxi-

cated [but] well-meaning?

95-96. Paikti-The metre which has in its feet of six

syllables the first three syllables and the sixth long, is Parkti.

Ex. (See text.)

Tr. This bride of swan is passionately waiting in this

forest to meet her beloved.

97-98. Nalini-The metre which has in its feet of six

syllables twice two short syllables followed by a long one, is

Ex. (See text.)

Tr. Young trees slightly shaken by wind at the time

of flowering, are as it were, smiling.

99-100. Nilatoya-The metre which has in its feet
of six syllables the second syllable 'short and the remaining

four long, is Nilatoya.

Ex. (See text.)

Ir. This insufferable wind scattering the cluster of

clouds, is blowing to make the trees dance.

101. These are the regular syllabic metres of the

Gayatri class. I shall now speak of those of the Usnik clase.

102-103. Drutagati-Capalä-The metre which has in

ite feet of 7 syllables, the final one long, is Drutagati-Capala.

Ex. (See text.)

Tr. This your face with the beautiful eyes which

are like the best jewels, develops passion in me.

104-105. Vimala-The metre which has in its feet of

seven syllables the third, the fifth and the final one long,

THE DHRUVA SONGS [xxxII 95-105

Kanta.

Tr.

Nalini.

is Vimala,
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This breeze of the spring-time, blows pleasantly

and excites passion, like a lover.

106-107. Kamini-The metre which has in its feet of

seven syllables short syllables alternating with long ones, is
Kamini.

(See text.)

Ir. On seeing the spring arriving at a distance, the

southern beeze blows to shake the trees [in its

108-109. Bhramaramala - The metre which has in its

feet of seven syllables the first two and the last two long,

Ex. (See text.)

and with its cloth of kasa flowers.

110-111. Bhogavati-The metre which has in its feet

of seven syllables the first, the fourth and the last one

(See text.)

The cakravaki' with her lover, is passionately

moving about in water.

112-113. Madhukarika-The metre which has in its
feet of seven syllakles the first two and the final one long,

Ex. (See text.)

Tr. This priyaka creeper with its beautiful ornaments,

has flowered in a season which inspires passion.

114-115. Subhadra-The metre which has in its feet

of seven syllables the second, the fourth, the penultimate

and the last one long, is Subhadrä.

(110-118) 'lit. bride of one who has cakra as his name-sake.

хххп. 106-115] THE NATYASASTRA

Ex. (See text.)

Tr.

Bx.

honour].

is Bhramaramala.

long, is Bhogavati.

Ex.

Tr.

is Madhukarika.

Ex. (See text.)
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Tr. The rutting elephant comes out without its

female to the furest which has been blighted by
frost and which has no mud-water in it.

116-117. Kusumavati-The metre which has in its feet
of seven syllables the last two long and the rest short, is

Ex. (See text.)

Tr. The olephant with its female companion, is

moving about in the mountain groves which are

soaked in water.

118-119. Mudita-The metre which has in its feet of

seven syllables the second, the third and the last two long,

is called Mudita.

Tr. A great canopy of clouds, fastened with the

chaiu of cranes and roaring very terribly, has

been fixed in the sky.

120-121. Prakasita-The metro which has in its feet of

seven syllables the fourth, the sixth and the final one long,
is called Prakasita.

Tr. A pleasant wind which carries the fragrance of

flowers and is laden with particles of water, is

blowing to excite love.

122-123. Dipta-A metre which in its feet of seven

syllables has the first the fifth short and the rest long, is

Ex. (See text.)
Tr. In the winter the wind carrying the fragrance of

flowers, blows exciting love and creating terror in
me.'

124-125. Vilambita-The metre which has in its feet
(123-124) "These are the words of a separated lover. ,

THE DHRUVA SONGS [xxxII, 116-125

Kusumavati.

Ex. (See text)

Ex. (See text.)

Dipta.
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of seven syllables the second, the fourth and the last two

Tr. The drying-up and [almost] waterless rivers from

which birds have been scattered and the cakrkvakas

are going away, do not shine.

126-127. Cañcalagati-The metre which has in ite
feet of seven syllables the first, the fifth and the last one

Ex. (See text.)

Tr. The full moon free from the stain of clouds and

coming out of white clouds, shines in the courtyard
of the sky.

128. These are metres to be applied in the Prasadiki
Dhruväs. I shall now speak of those in the Anustubb class.

129-130. Vimalajala-The metre which has in its feet
of eight syllables the third and the last ones long, is

Ex. (See text.)
Tr. A bird is roaming about in the wide expanse of

clear water where white lotusos are smiling and
the bees are humming.

131-132. Lalitagati-The metre which has in its feet of
eight syllables the fifth and the last one long, is Lalitagati.

Ex. (See text.)
Tr. This bride of the swan, is roaming about in the

park of the pleasure resort which is perfumed
with the smell of flowers and therefore exoites
passion.

133-134. Mahi-The metre which has in its feet of
eight syllables sixth and eighth long, is Mahi.

Ex. (See text.)
Tr. The female swan with her male companion is

xxXX. 125-134] THE NATYASASTRA

long, is Vilambita.

Er. (See text.)

long, is Cañcalagati.

Vimalajala.
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roaming about in the lotus-lake which is adorned

with many flowers.

135-136. Madhukara-The metre which has in its feet

of eight syllables first six short and the rest long, is Madhu-

Ex. (See text.)

Tr. In the autumn, the wind which passes over many

forests, and is sweet-smelling on account of the

[full-blown] lotuses, is blowing to awaken the

kumuda flowers.

137-138. Nalini-Tho metre which has in its feet of

eight syllables the fifth and the final long ones, is Nalini.

Ir. The female stork which dwells in the lotus-lake

is moving to her dearest one's abode on the beach

of the river.

139-140. Nadi -The metre which has in its, feet of

eight syllables the first and the final one long, is Nadi.

Ex. (See text.)
Tr. The female bee is roaming about in the forest

where the swans are in great number and which is

resounded by the noise of storks and where the

bees are intoxicated [with sucking honey].

class, and now listen about the Apakrste ones which are to be

applied in case of womon of the best and the middling class.

142-143. Ruciranta -The metre of which has in feet

of nine syllables the first, the fourth, and the last two long,

Es. (See text.)

Tr. On learning that the moon in the sky has lost

her beauty on being eclipsed by Rahu, the

stars are weeping, as it were, in great grief, and are

shedding tears in [the shape of] their rays.

[xxxI. 135-143

kara.

Ex. (See text.)

141. These are the Pravesiki Dhruvas of the Anustubh

is Rucirântã.
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144-145. Premita-The metre which has in its feet of

ten syllables, the third, the filth and the last three long, is

Ex. (See text.)

Tr. The lightless moon thrown in amongst the clouds
and obscured in her beauty due to rays of the
morning sun, is not shining while she is moving

in the expanse of the sky.

146-147. Gatavisoka-The metro which has in its feet

of eleven syllables the sixth and the final long is Gatavisuka.

Ex. (See text.)

Ir. The moon which has her body covered with the

canopy of the clouds and which has been robbed

of beauty by the rays of the sun and which has

become colourless due to the advent of the morn-
ing, is no longer chasing the darkness with her
[very bright] smile.

149-149, Visloka-jati-The metre which in its feet of

twelve syllables the first two, the fourth, the eighth and
the tenth and the last one long is Visloka-jati.

Es. (See text.)
Tr. (The example is corrupt.)

150-151. Lalita-The metre which in its feet of twelve
syllables, the first, fourth, the eighth, the tenth and the last
one long, is Lalita.,

Tr. The big elephant in rut with its restless head
and with its feet in chains in its eagerness to
follow other elephants, has become thin, and is
looking to the beautiful forest which is being
shaken by happy wind.

152. Vilambita-The metre which has in its feet of
thirteen syllables, the third, the filth, the ninth, the eleventh
and the last one long, is Vilambita.

XXXI. 141-152] THE NATYASASTRA

Pramitē®

Ex. (See text.)
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153. Tr. The moon rising in the evening amidst the
forests which have turned black on account of the
coming darknoss, does not shine well, because she

has thereby shortened her light and dimmed it.

154. These are the classes of metres in Dhrurãs of
I shall now describe those of

155. Metres of the Supratistha class, aro to ho applied

156. The arrangement of syllables and Yatis und the

Laya, [proper number of] syllables in its different Kulãs (?)

and the Sama Pani and Suma Yati.

158. Syllables in the Kalis and Antara Kalas of the
Apakrsta Dhruvis should be according to the rules of the

159. The Apakrsta Dhruva should always consist of

Vastu should bel shortened, because of its taking up

160. These are to be known as the metres of Vrtta
class for the Apakrsta Dhruvis. I shall now speak of motres

161. In its beginning there should be the Totaka', and
the rest should be in short syllables, or the rest may have
short syllables in alternate positions.?

162. This Dhruva will have metres of the Jagati and
of the Atidhrti classes of different type.

163-164. Vikranta-The metre which has in its feet of
twelves syllables the first nine and the last long, is Vikrantã.

'There is a lacuna here. For Apakrsta Dhruva see 12 before.
'It has not been defined before. This is possibly the name

of a metre.
• "lit, in places designated by even and odd numbers.

THE DHRUVÃ SONGS xXXIL. 153-164

the Pravesiki Sthita class.
the Aksepiki Apakrsta class.

in the Apakrsta [Dhruvas.]

Panis x xx'. It is the Apakrstu.
157. The Apakrsta should have Stayi Varnas, Sthita

Vrtta metres.

a short Vastu and Pada, and, of the Privesike Dhruva [the

Karananga.

of the Druta Dhruvas.

(156)
(161)

. 16
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Tr. This cloud looking like smoke, is roaring, and with

its lighting is, as it were, piercing the earth, and
like a terrible elephant, it is pouring quickly
masses of water to cover the entire world.

165-166. Vidyun-mala- The metre which has in its feet
of thirteen syllables the first eight and tho final long, is

(The example is corrupt.)

has in its feet of fourteen syllables the first five, the eighth,
the ninth and the last long, is Bhutala-tanvi Skhalita-gati.

Ex. i (See text.)

Tr. The lovely crescent moon free from clouds and

possessing bright rays, shines above with its

attractive body, and it has been thrown up, astit

were, by Siva (lit. the carrier of Ganga) for sport,

and thus in, the month of Jaistha under the

asterism Mula, it rises and dwalls in the sky with

a larger (?) body.

Tr. Among the stars the moon free from clouds, has

bright rays, and looks silver-like, and spreading

the beauty of light it moves sportfully in the sky.

169-170. Vibhramã-The metre which has in its feet
of fourteen syllables the ninth, the twelith, the thirteenth
and the last long, is Vibhrama.

Ex. (See text.)

Tr. O beautiful lady, the moon which is the friend

of full-blown kumuda flowers, and is ever shining

and is near the silver mountain, and is your heart's

delight, is rising up in the sky where the dense

• darkness being gone, bright stars have appeared.

xxXI. 165-170] THE NATYASASTRA

Ex. (See text.)

Vidyun-mala.

167-168. Bhutala-tauvi Skhalito-gati-The metre which

Ex. ii (See text.)
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171-172. Bhutala-tanvi -The metre which has in its

feet of fifteen syllables the first, the fourth the fifth, the sixth,

the ninth, the tenth and the last long, is Bhutala-tanvi.

Ex. (See text.)

Tr. The strongly blowing wind, shaking the tree-

tops with constant rustle, moving about at the foot

of the mountain and raising up dusts red and

brown, is running along like one very angry.

173. Sukumara-The netre which has in the feet of

sixteen syllables the first, the lourth, the seventh the tenth

and the last long, is Sukumara.

174. Ex. (The passage is fragmentary).

feet of sixteen syllables the third, the fourth, the seventh,
the eighth, the ninth, the twellth, the thirteenth, and the last

177. Ex. (The passage is corrupt).
178. Rucira-nukhi-The metre which has in its feet

of seventeen syllables the fifth, the eighth, the eleventh, the

twelfth and the last long, is Rucira-mukhi.
179. Ex. (The passage is corrupt).

180-181. Druta-capala -The metre of which has in its
feet of eighteen syllables the fifth, the eighth, the thirteenth
and the last long, is Druta-capala.

Ex. (See text.)

The water of the lake in which the lotuses have
been turned down by wind, and to which the petals

[of those lotuses] have given sweet smell, and in

which the moving waves have broken the kumuda
flowers, is sending forth & call, as it were, by
the cries of birds which have been agitated.

182-183. Kanaka-lata- The metre which has in its feet

of nineteen syllables the thirteenth, the fourteenth and thelast long, is Kanaka-lata.

THE DHRUVA SONGS [xxx1. 191-183

175. Skhalite-vibhramã-The metre which has in its

lung, is Skhalita-vibhrama.

Tr.
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(See text.)
Tr. O fair one, the beautiful moon of silver colour,

surrounded by the bright planets, and free from the

scattered clouds, dispelling darkness by its cluster

of rays, is moving about like Balarama (lit. the
plough-bearer) in the autumn sky.

181-185. Mukha-capali-The metre which has in its
feet [of nineteen syllables] the fifth, the twelfth and the last

syllables long, is Mukha-capala.

Ex. (See text.)

Tr. Look at the sky where moves the young heavenly

damsel (= lightning) who chauges her face quickly

and has made it beautiful by her passion.

186. These eight are the principal classes of metre

for Dhruvas. From these have come out the metres of even
and of odd number of syllables (in the feet), and metre of these
two kinds mixed up.

187. These are the classes of metro for Dhruväs of
the Druta types, and they relate to the comparison of gods
and kings.

seventeen syllablos] the third, the fifth, the eighth, the
eleventh, the seventeenth long, is Ksiptaka!

189. (This passage is corrupl.)

190. These classes of metres are Dvipada Tryasra.
I shall speak hereafter about those which are Dvipada

191-192.Mala-The metre which has in its feet
of sixteen syllables all long, is Mala.

Tr. The clouds covering the earth, roaring loudly,
giving fourth lightning and pouring water, are
up [in the sky].

(188) Its ex. is missing.

XXXII. 184-192] THE NATYASASTRA

Ex.

188. Ksiptaka-The metre which has in its feet [of

Caturasia.

Ex. (See text.)
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193-194. Prabhavati-(The definition of the metre and its

example are both corrupt.)

195-196. Citra- (The definition is corrupt).

Tr. Excited on hearing the roaring of clouds the

elephant surrounded by its female companions, is

rushing through the forest and is smashing the

trees.

197-198. Malakita -(The definition of this metre is corrupt).

(See text.)

Tr. The forest which has boen maddened by the song

of cuckoos, is dancing, as its were, on being

shaken by the wind of the early winter.

199-200. (The definition of this metre and its example are

201. These are the Caturisra classes of metre for the
Vilambita Dhruvas I shall now speak of the classes of

202-203. Manojña-gamana • (The definition of this metre
is corrupt).

Ex. (See text.)
Tr. In the autumn, the femalo swan is bathing in

the water of the sweet-smelling lotus-lalie, and is
sporting with her beloved before her.

feet of twenty-three syllables, five sa-s followed by one ja, and
the last syllable long and the rest short, ie called Lalita-gati.

Ex. (See text.)

Tr. (The example is corrupt).

206. Rati-The metre which has in its feet, the

sixth, the tenth, the thirteenth, the sixteenth and the last

long, is Rati.

207. (The example is corrupt).

THE DHRUVA SONGS [xxXII. 193-207

Es. (See text.)

Ex.

consupt).

metre for the Druta Dhruvas.

204-205. Lalita-gati-The metre ivhich has in its two
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208-209. Bhujaga-mukhi~ (The definition is corrupt).

Ex. (See text.)

O friend, this sweet-smelling wind which has come

along with clouds, and has been made restless

by the god of love, creates passion, kills sleep and

is [therefore] helpful to women.

210-211. Druta-padagã-(The definition is corrupt).

Ex. (See text.)

Tr. The hunming of the bees declares, as it were,

that the lotus-lake which has just now opened

beautifully its lotus-face, is shining while it is

surrounded by lovers of lotuses.

212. These are the Catursra classes of motres pres-

cribed for Druta Dhruvas. I shall now speak of metres for

218-211. Kanaka-lataksipta -The metre which in its

feet of nine syllables, has the first two, and the last three

Ex. (See text.)

O friend, I see in the sky a terribly big cloud

which is roaring and is drenching the earth with

& new shower of water.

215. Surucird-citra- The metre which has in its feet of

eleven syllables the first two and the last three long, is

of nine syllables the fifth and the last long, is Sasi-rekha.

Ir. The cluster of clouds driven by strong wind,
moves about like mountain-elephants, and roars
like the agitated sea.

xxxiI. 208-218] THE NATYASASTRA

the Uddhatà Dhruvas.

long, is Kanaka-lataksipta.

Tr.

Surucira-citra.

217218. easile i -orThe matre which has in jite feet.

Es. (See text.)
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219-220. Salabha-vicalita— The metre which has in its

Ex. (See text.)

Tr. The night which has the rays of the moon as

the necklace, the stars ns the head-ornaments and

the planets as the ornaments of other limbs,
looks beautiful (lit. shines) like & youthful lady.

in its feet of nine syllables, the first eight short, is Manigana-

Fix. (See text.)
Tr. The night with stars as her flower [ornaments]

and planets as the lilaka' marks on her face, is
going to the moon.?

feet of nine syllables, the first four and the last long, is

Ex. (See text.)
Tr. This cloud with its wealth of walers, and glimmer

of lightning, is moving on, shaking the surface of
the earth as well as the dome of the sky.

225. These are the metres of the Brhati clasa, suitable
for the Prâvesiki (entering) Dhruvas. I shall speak hereafter

about the metres of the Pankti class.

226-227. Sura-dayita-The metre which has in its feet
of ten syllables the first, the fourth, and last long, is

Tr. The young couple of swans which are as white as
kunda flowers and the moon, is moving about in

(221-222) 'Tilakà here means alakä-tilaka (decorating spots made
on the face).

* The night is here conceived as an ablisarikãn

THE DHRUV SONGS

Sala he-nia tylables, the aixth and the final fio) long, ia

221-222. Manigann-nikara-krta- The metre which las

nikara-kita.

223-224. Simbakränta--The metre which has in its

Simhakränta.

Sura-dayita.
Ex. (See text.)
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the clear water of the lotus-lake, and the cranes
are following them.

228-229. Kusuma-samudita-The metre which has in
its feet of ten syllables the first three and the last long, is

Ex. (See text.)

Tr. O fair lady, now has come the joyous evening
of tho spring which is full of sweet-smelling

flowors, and which causes omaciation of one who

is separated from the lover.

230-231. Vrtta (?) -The metre which has in its feet
of ten syllables the first, the fourth, the sixth, the seventh and
the last long, is Vrtta.

(See text.)
Tr. Here the elephant on hoaring the peals of thunder

arising in the sky, is burning in anger and is
moving about [restlessly] in the forest.

feet of ten syllables the first three, the sixth, the ninth and

(See text.)
Tr. The sky covered with rain-clonds, fringes of which

are lighted up by the flash of lightning, is madden-
ing tho herd of elephants which being lashed by
atorm, are shivering [in cold].

feet of ten syllables, the first four, the fith, the sixth and the

The elephant on seeing the masses of cloud which

are [occasionally] brightened up with the flash of

lightning, and against which the rows of oranes
are flying, has become enraged and are running
amidet the birch forest with great trumpeting.

х8ХН. 228-235] THE NATYASASTRA

Kusuma-samudita or Kumudini.

Ex.

232-233. Krtoddhata-The metre which has in its

the last, is Krtoddhata.
Ex.

234-235. Puspa-samyddha- The metre which has in its

last long, is Puspa-samddha.

Ex. (See text.)

Tr.
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236-237. Vipula-bhuja-The metre which has in its

foot of ten syllables the fith, the eighth and the ninth and

the last long, is Vipula-bhuja.
Ex. (See text.)
Tr. The elephant which is restless due to the flow of

ichor, has become perturbed on hearing the
peal of thunder, and is rushing in anger to the
forest, and is moving on with violently proud
steps.

238. These are in brief tho metres of [the Paikti
class]. I shall now speak of those of the Tristubh class.

239-240. Capalã-The metre which has in its feet of
eleven syllables, the first two, and the last long, is Capala.

Tr. Here have appeared in the sky, terrible clouds
which are like mountains, which mako sounds
like drums and which look like [large] birds of blue
and black colour.

211-212. Rucira-mukhi' -The metre which has in its
feet of eleven syllables, the tiro middle ones (the fifth and the
sixth) and the last long, is Rucira-mukhi.

Tr. The moon which is a friend of the stars and is
the lover of kumuda flowers, is shaking (?) the
path of rays, and is ascending the castern moun-

tain, before appearing in the sky.

243-244. Drutapada-gati-The metre which has in its

feet of eleven syllables, the fith, the eighth and the last long,

Ex. (See text.)

Tr. Here appears in the sky the moon which in
adorned with thousands of rays and which is

going to traverse the path of heavens, after push-

ing aside the screen of clouds.'

(241-242)
(243-244)

• 17

THE DHRUVA SONGS [xxxII. 236-247

Ex. (See text)

Ex. (See text.)

is Drutapada-gati.

Fier the a Pus has blen compared with a dancer.
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215-216. Ati capala - The metre which has in its feet
of eleven syllables, the two middle ones the filth and the
sixth) and the last long, is Ati-capla.

Tr. Here in the early autumn when there open many
flowers, the wind perfumed with their smell, is
making the trees dance, and is roving about among
the lotus flowers of the pleasure garden.

217-219. Viwala-The metro which has in its feet of
eleven syllables, the third, the fifth, the sixth, the seventh
and the last long, is Vimala.

Tr. The elopliant in rut, is moving about in the clear
water of the lake which is full of lotus plants and
which is strewn with lowers, and bees also are
buzzing about the flowers in the lake where the
[aquatic] birds are enjoying themselves.

219-250. Rucira-The metre which has in its feet of
eleven syllables, the fourth, the fifth, the penultimate and the
last long, is Rucira.

The wind which is moving the canopy of clouds, is
shaking the host of kumuda flowers, and is scatter-
ing the masses of water, is blowing on quickly liko
one who is angry.

in its feet of thinteen syllables, the last one long, is Laghu-gati

Ex. (See text.)
Tr. This sun of unparallelled brightness which is tho

crown of the eastern mountain, and is ndored by

Brahmins and the Munis is moving about in
the sky.

253-254, Mada-kalita- The metre which has in its feet

xXXII, 245-254] THE NĂTYASASTRA

Ex. (See text)

Ex. (Seo loxt.)

Ex. (See text.)
Tr.

251-252. Lughu-gati Ati-capali-The metre which has

Aticapala.
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of thirteen syllables the filth, and the last two long, is Mada-

Tr. This is the moon which is like the silver mountain

and is as bright as i mass of crystal, and is ascend-

ing the domo of tho sly, has gracad the now

autumn.

255-256. These are tho Tristubh metres. Now listen

about those of the Jagati class.'

Kamala-locana. The motro which has in its feet of

thirteen syllables, tho ninth and the last long, is Kumula-

Ex. (See text.)
Here arises in the sky the sun the lamp of the
world. He is clad with myriads of rays, and his
warmth is adored by the Brahmins audthe
Munis.

257-258. Apara-vaktra-The metre which has in its
feet [of eleven syllables] the seventh, the ninth and the final

Ex. (See text.)

Ir. This great cloud moving about near the mountainside, is shaking the earth with a peal of thunder
and is coming down quickly with cleverly made

music.

259. These are the metres to be used in the Entering

Dhruvas of the quick (druta) variety. I shall now speals

(255-256) "It seems that some verses are missing from herc.
(257-258)'It scems that this metre has been misplaced.
(269) 'These metres have respectively one, two and three syllables

more in their second, third and fourth syllables than in regular metic of

the same name.

THE DHRUVA SONGS [xxx11. 255-250

kalita.

Ex. (See text.)

locana.

Tr.

long, is Apara-vaktra.'

about the Vardhamana metres.
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260. Definition of all these beginning with Pratistha

metre have been given before regularly with a description

of their feet.

Ex. (See text.)
Ir. On hearing the clap of thunder in the early

aulumn, the big elephant has become angry.

Ex
Tr. The starless sky having been beaten by wind

with whips of lightning, is weoping incessantly.

263.Gayatri.
(See text.)

This sky in which the luminaries have been
covered, and the sun has been obscured, weeps
as it were, after being perturbed by peals of
thunder.

The swan surrounded by its female companions, is
roaning about in the pleasure-garden where trees
in flower are being shaken by fragrant wind.

265. These are the Vardhamand metres of the Tryasra
kind. I shall now describe those of the Caturasra kind.
Listen about them.

Tr. Here arises in the sky alter throwing aside the
curtain of clouds, the moon which is the illu-
minator of the night, the friend of the stars, and
is adorned with myriads of rays.

xXXII. 260-267] THE NATYASASTRA

261. Pratistha.

262. Supratistha

(Sao text.)

Ex.
Tr.

261. Usnik.
Ex. (See toxt.)
Tr.

266. Anustubh.
Ex. (See toxt.)

267. Bhati.
Ex. •(See text.)
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Tr. The bird-couple which is accustomed to roam about

in the very fragrant forest, is flying about in the
garden of Sumeru where the gods and the Siddhas

sing their songs.

Ex. (See text.)

Tr. O fair one, the forest-wind which has been per-

fumed by the ichor of elephants, is blowing on to

shake the tree-tops, and to mako the garden-trees

dance.

Ex. (See text.)

Tr. Here rises in the sky the moon of clear rays. It

adorns the kumula flowers, throws aside the the
curtain of clouds and climbs the eastern mountain.

270. Jagati.
Ex. (See text.)

This sun whose body is as brilliant as molten
gold, and which is praised by Brahmins and
Munis, is quickly ascending the done of the sky
and will be roaming there very soon.

271. These are the metres of the Caturasra-vivardhita
class. I shall speak below ofinetres on the basis of mora.

272-273. The final foot of Supratistha metres, is to
consist of two ganas and a half, while their four feet will

should have the final foot consisting of two ganas and a half,

and the entire song should consist of ten ganas.

274. In case of the Addita (Dhruval the final foot

will consist of three ganas and a half, while the entire song

will consist of fourteen ganas.

275. The Dvipadas of the Tryasra class should have

its final foot consisting of six ganas and half while the entire

the song should have eleven ganas.

THE DHRUV SONGS [x*x11. 268-275

268. Paikti.

269. Tristubli.

Tr.

contain only sis ganas. Similarly the Apakrstà [Dhruvas]
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276. The [final] foot of the Caturasra Dripadas should
consist of eight ganns and a half, while the entire song should
consist of fifteen ganas.

277. In the first feet of the Caturasras the ganas

containing one long and one short, should be not less than

tivo, and more than nine.

278. In the Tryrasra such ganas should not be less

than live and more than nine, and in the Caturasra
such ganas should not be less than seven and more than

ten.

279. Ganas it they consist of heavy syllablos, should
bo in Caturasra not less than fivo, and moro than nine
if thoy are all short. Or they may be not less than sevon if
they are all long, and more than thirteen if they are all
short.

280. Thee are the accounts of the total number of
syllables in case of all Dhruvas. I shall now speak of the
difforent parts of the Dvipada and number of ganas thoy are
to contain.

281. In the Tryasra Dhruvas, the first foot will consist
of oleven and the final foot of twentyone ganas which aro
mado up of a long syllable followed by a short one.

consist of sixteen and the last foot of twenty ganas made up
of a long syllable followed by & short one.

283,
Sirsakas have no rule of their feet. They are toconsist of two long syllables in the beginning, the middle and

the end, followed by a short syllable.

be of five ganas [in length], and in the Caturasra Dhruva the
Sannipata should be of eight ganas.

They are Drute and Sirsaka, and besides these there are
other two.

286. Ganas in the Tryasra are not less than five and
more than nine, and in the Tryasre they are not less than
eight and more than eighteen.

xxx1. 276-286] THE NATYASÄSTRA

282.In the Caturasra Dhruvãs the first foob will

284. In the Tryasra Dhruvas the Sannipata should

285. The two padas are the Sannipata of the Dhruvãs.
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287. Ganas if they consist of long syllable should ba
in the Caturasra Dhruvä not less than five and more
than nine, if they are all short. Or they may consist of not

less than eight and more than thirteen.
288. These are the ganas to be known by the expert

in Dhruvas. I shall now speak of the distribution of gonas

289. The Sannipãta of the Druta Dhruvas is to consist
of six ganas and a half, and these aro to bo mado up of twonty-
two matrüs in long and short syllables.

290. In tho Sirsakes these should be rules regarding

their padas, and thoy are to ba made up of difforent metres.
291. In them there should be ganas beginning with long

syllables or with short syllables or having all short syllables,
and they will vary trom tho precious metro (?).

202. The Sirsaka will have padas consisting of seren
ganas and a half, and they will include their matris in padus
of even or odd number of syllables.

293. In the Sirsake there should be not loss thantwentyone and more than twentysix syllables in each
foot.

291. In the four feet there should be ovon and odd
number of syllables mixed up, and according to rule thera
should be collection of short syllables in tho Sirsaka.

295. If thore are three short ganas in the beginning,
three such in the end, and two long ganas in the middle, than
tho Capala will be called Sirsaka.

296. In the first half thore should always be four short
and four mixed ganas, and the rost will be collection of short
syllables.

297. Pauses (virama) of the Dhruvâs to be made by the

tion of one, two, three, four, six or eight Kalãs.

298.

three Kalas, and in the Caturaara it will be of four Kalis.

THE DHRUV SONGS [xxxI. 287-298

and matras in the Druta Dhruvas.

Prisädiki, Antari and Aksepiki Dhruvas should have dura-

The Pause in the Tryasra Dhruvä will bo of

This is the rule in the Prävesiki is well as the Naiskrümiki

Dhruvãs.
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299. The Pause in the Antara Dhruva is of two Kalas
duration, and the l'ause in the Antare is at the end of a

pause will be at the end of half of the pada, and the Kalas

will be as described above increased by half a Kala, and they

will consist of short and long syllables.

301. The Sthita Dhruve should have mostly long
syllables, and the Druta Dhruva mostly short syllables and

the Prasadiki and the Antara Dhruvas an admixture of short

and long syllables [in equal measure].

3C2. Thus should be made metres of the Dhruvas
originating in the Vrtta class. I shall next speak of defini-

tion of the various Sirsakas.

304-305. Syeni-Tho metro which in its feet of
twentyone syllables, the first, the third, the fifth, the seventh,

the eighth and the last long, ia Syeni.
Ex. (See text.)

Tr. O fair one, this pleasant wind moving on swiftly
like a chariot, in shaking the sea, striking the king
of mountain, creating a unique terror amongst
the trees, and raising dust to soften the sharp
rays of the sun, is moving on, exciting the passion
in men.

306-307. Krauñcã-The metre which has in its feet
of twentytwo syllables, the first five, the eighth, the ninth,
and the last long, is Krauñca recited by Brahming and Nunis.

(See text.)
O fair one, this clean-bodied moon has become

the illuminator and the joy of the world after
tossing the darkest screen of black clouds, and is
moving about in the sky with stars and planets
following it, and is covering the palaces with great
white sheets, and is gladdening the worlds far and

*8x11. 299-307] THE NATYASASTRA

pada.

300. In the Sthita and the Prasadiki Dhruvas the

Ex.
Tr.
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308-309. Puspa-samrddha - The metre which has in its

foot of twentythree syllables, the first six, the ninth, the

tenth and the last long, is Puspa-samyddha recited by the

Brahmins and the Munis.

Ex. (See text.)

Tr. O fair one, the forest wind is moving on violently

and with great noise among the treos at the foot

of the mountain, and is driving away the clouds,

raising a canopy of flowers, scattering lotus-petals

and is giving rise to a murmuring sound in the

water of lakes.

310-311. Sambhranta-The metre which has in its feet

of twentyfour syllablos, the fifth, the sixth, the seventh, the

tenth and the last long, is Sambranta.

Ex. (See text.)

Tr. In the early autumn, there rises in the sky the

moon who is the lover of Rohini, and the brother

of planets. It illumines the world, and is as white

as & mass of kumuda flowers, and has'a lovely

white lustre like that of crystal gems, and is

followed by stars and other luminaries, and is

scattering its thousands of rays and is waking up

the kumuda flowers whose friend it is.

has in its feot of twentythree syllables, the first eight, and

Ex. (See text.)
This rain-cloud being like [a mass of] collyrium is
making sounds like thunder, Murajas and shrill
Paçahas, and being lighted up by many a flash of
lightning, followed by [other] clouds, and wearing
& heap of lovely flowers of various colours as its
tatanka, it is moving about like a mobile mountain.

(310-311)"Rohini was the most beloved among Candra's twenty-
seven wives who were daughters of Daksa and they became stars,

• 18

THE DHRUVA SONGS xXXI. 303-313

312-313. Mattakrida-Vidyun-mali-The metre which

the last long, is Mattakrida-Vidyun-mala:

Tr.
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313-316. Skhalita-The metre which has in its feet
of twentyfour syllables, the first, the fourth, the seventh, the
tenth, the eleventh and the last long, is Skhalita.

Ir. The sea on which the wind has raised ripples
and waves, which has its water as bright as

crystal gems, has become very noisy due to the

succession of waves, has its birds scared by swiftly

blowing wind, has more waves due to perturbed

fishes, has the sound of agitated clouds, suddenly

appears now to be angry at the moment on
being surrounded by high mountains.

317-318. Capala-The metre which has in its feet of

twentyfive syllables, the fifth, the eight, the eleventh, the

twelfth and the last long, is Capala.

Ex. (See text.)

Tr. O fair lady, the sun with the body as bright as

highly heated gold, alter removing the very dark
screen of heavens, is rising to wake up the masses

of lotus flowers and to give joy to the world with

its myriads of rays, and the Yatis and Munis

are singing its praise, and the Munis and thou-

sands of other worshippers aro augmenting its

rays [by their sacrificial offerings].

319-320. Vegavati-The metre which has in its feet

of twentysix syllables the fifth, the twelfth, the thirteenth
and the last long, is Vegavati.

Ex. (See text.)

Tr. Here appears the light of the world (the moon)

with rays as white as masses of kumuda flowers,
ascending the dome of the sky with all the stars

and planets in its train. And its body is compar-

able to a silver mountain, and it spreads a coverlet

of its rays fall over the world] and looks as white

as the face of Bularama (lit, the carrier of plough).

xxxII. 313-320] THE NATYASASTRA

Ex. (Seo text.)
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and is a friend of young women and causes in-

toxication to all.

321. These eight are the metres for the Sirsakas. Now

listen about that of the Natkutas.

322. Eight are the basic metres for the Natkutas.

Listen now about their definitions and examples.

324-325. Rathoddhata-'Tho metre which has in its

feet of eleven syllables, the first, the third, the seventh and

the last long, is Rathoddhata.

Tr. The female bee having her [temporary] abode in
the interior of the lotus, has her feet beautifully
coloured with flower-pollen, and sho is now flying

over the lake with an affectionate humming

in quest of [her mate].

326-327. Budbuda-The metre which has in its feet

of thirteen syllables, the third, the tenth, the eleventh and

the last long, is Budbuda.

Ex. (It is very corrupt).

328-330. Udgata -The metre which has in its feet of

sixteen syllables, the third, the fifth, the ninth, the twelfth,

the fourteenth and the last long, is Udgata.

Ex. (See text.)

Tr. At the approach of autumn, this lake the abode

of full-blown lotuses and of cakling geese (kala-

hamsa) becomes like the sea polluted by herds of

big elephants, and it is now softly giving rise to

coustant sounds, in harmony with the humming

of bees [tying over its flowers].

(323) "This is the shortened form of Vamsapatrapatita, See 331

below.

THE DHRUVÄ SONGS (xxx11. 321-330

323. They are Rathoddhata, Budbuda(ka), Udgata,

Vamsa-patraka', Pramitaksara, Ketumati, Hamsasya and

Totaka.

Ex. (See text.)
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331-332. Vansa-patra-patita- The metre which has in
its feet of seventeen syllables, the first, the fourth, the sixth,
the tenth, and the last long, is Vamsa-patra-patita.

Ir. This cuckoo which has always & voice sweet to
ears, is roaming about in the vernal forest where

trees have flowered and attracted humming bees,
is creating intoxication in young damsels.

333-335. Pramitaksara-The metro which has in its
feet of twelvo syllables, the third, the filth, the ninth and the

(See text.)
The young swan roaming for a long time with his
young consort and drinking asava (honey) from her
mouth, is now in the antumn, swiming in the
lotus-lake redolent with the smell of flowers.

O fair one, the bee after roaming for a long
time in the lotus-laks, is now flying through the
sweet smelling Cutz forest adorned by spring.
and it has a desire for tasting the asava (honey)
from of the mouth of its female companion.

336-337. Ketumati-The metre which has in its first
foot fourteen matras, and in oach of the renaining feet

(See text.)
When the young elephant after smashing the
[forest]-bower went to the lake where lotuses have
blown, the young bee with its female companions
left the lotuses to roam about (elsewhere].

338-339. Dhivajini-The metre which has in in its
first (three) feet of ten syllables, the fifth, and the last long,

and in the last foot of ten syllables, the fourth and the sixth

XXXI. 331-339] THE NATYASASTRA

Ex. (See toxt.)

the Cuta (mango), Tilaka, Kuruvaka and Asoka

last long, is Pramitaksarã.
Ex.

sixteen matrãs, is Ketumati.
Ex.
Tr.

syllables long, is Dhvajini.
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Ex. (See text.)

Tr. The female bee tempted by flowers, is sporting

among the lotuses, and after swiftly drinking

honey she is becoming restless [for joy].

340-341. Hamsaya-Tho metre which has in its feet

of twelve syllables, tho socond, the fourth, the sixth, the

tenth and the last long, is Hansâsya.

Ex. (See text.)

Tr. The sweet-smelling wind blowing over the beauti-

ful lake with its waves and full-blown lotuses,
is tempting bees as well as birds.

342-314. Hansasya-The metre which has in its feet
of twelvo syllables the third, the fourth, the sixth, the
seventh, the tenth and the last long, is Hamsasya' It belongs

Fix. (See text.)
swarm of bees after coustant flying in quest

of honey of flowers, over the lotus-lake where
swans and other birds have como, is now moving
among the lotus-leaves.

315-346. Totaka-The metro which has in its feet of
twelve syllables the third, the sixth, the the ninth, and the
last long, is Totaka.

Ex. (See text.)

Tr. At the close of night the terrible owl which had

a fearful hooting, has bohind it [a group of] chasing

crows, and it is [now] hastily searching alter its

own hollow [of the treel.

317-348. These in brief are metres for the Natkuta

[Dhruväs]. I shall now speak of the metres for the Khanjaka

(340-341)

(347-344)

"This belongs to the longer recension.

"This belongs to the shoster recension.

[xxxII. 340-348

to the Natkuta class of Dhruvas.

Tr. A

[Dhruvas].Prameda, Khanjaka and Matta-costita are the
three metres for the Khanjaka [Dhruvan].
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349-350. Pramoda- The metre which has in its feet of

twentytwo feet, the first, the fourth, the sixth, the tenth,

the sixth and the last long, is Pramoda.

Ex. (Very corrupt.)

351-352. Bhavini-The metre which has in its feet

of nine syllables the first, the third, the fifth and the seventh

and the last long, is Bhavini.

Ir. The bee coming out from the flowers smeared with

a beautiful clay, is swiftly running about shaking

its wings [to cleanse them].

353-354. Matta-cestita-The metre which has in its
feet of eight syllables the first, the third, the fifth, and the
seventh short, is Matta-cestita.

Ex. (See text.)

The cuckoo comes to the forest where other birds

have [already] come to adorn it and where the

trees are in flowers and the bees are singing.

355. These are the primary (lit. original) classes of the

Natkuta, and from these come out others having even or

odd [number of syllables in their feet or having feet off un-

equal [number of syllables].'

356. Dhruvas have sixtyfour primary classes some of

which are made up of equal number of syllables [in their

feet] and different from this [are made up of] unequal [number

357. Dhruvas of three kinds having even or odd
number of syllables or having even and odd or unequal

[number of syllables in their feet] may be of various metres.

358. Dhruvas having even [uumber of syllables in

their] metrical feet are two hundred and eighty five in number,

and those having partially even number are one hundred and

(355) "The meaning of this and the four succeeding couplets, is not

quite clear. •

XXXII. 349-358] THE NATYASASTRA

Ex. (See text.)

Ir.

of syllables].
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ten, and similar is the number of Dhruvas which are having

uneven [number of syllables in their feet.]

359. Dhruvas of unequal length in leot or with
unequal number of feet, are [also] generally made, and the

names to these metres indy be given according to one's
will'

360 These are the classes [of Dhruvas] arising out of
various metres. I shall now speak of their [different] aspects
due to five causes.

361. These five causes are : Class (Jati), Occasion

362. The number of syllables in the metre of a Dhruva
constitute its Class (Jati).'

Such numbers being odd or even, will give rise to its

363-364. The Tala of six or eight Kaläs observed in
Dhruvas will constitute their Measure (pramana),' and just
as Names are applied to men according to their clan (gotra)
family (kula) and customs (acara), so they are applied to
Dhruvas according to their depending Occasions

Five occasions for Dhruvas

364. Occasions in connexion with. Dhruväs are five,

365. Themes of various Sentiment sung at the entrance
of persons [into the stage] are called the Prävesiki Dhruva.

366. When in a [dramatic] performance at the end of
Acts songs are sing at the exit of characters to indicate their

(359) 'This passage is corrupt.
(362) 1 This relates to syllabic metres.

"See above 26-27,

THE DHRUVA SONGS [xxxIr. 359-366

Five Aspects of Dhruvs

(sthana), Variety (prakara), Measure (pramana) and Name (năma).

Variety (prakara).

(sthana).

viz. entrance (pravesa), diversion (aksepa), departuro (niskrama)

calming (prasadana) and transition (antara),

going out, they are Naiskamiki Dhruvas.

(363-364) 'See above Ch. XXXI on Tala.

(364)
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367. When the experts, in disregard of the rules,

have a Dhruva of medium or of slow tempo sung in a quick
tempo, it is called the Antara Dhruva.

368.The song which after [sudden] distraction calms
the audience (lit. auditorium) who aro enjoying a different
Sentiment, is called a Prasadiki Dhruva because it calms

(prasadayati) their feeling.

369-370. The Antara Dhruvas are those songs which
are sung at the time of the [principal] characters being gloomy,
absont-minded, angry, asleep, intoxicated, or their enjoying
other's company, being under heavy weight, or being in a
swoon, or their fainting due to poisoning, or boing in error,

or their adjusting or fixing up clothes and ornaments, and

in covering any of their faults [in actingl.

371. I shall now speak about the Occasions (sthana) to-
gether with the Sentiments and States where all the Dhruvãa
are to be sung carefully.

372. The Occasions are of two kinds, viz., relating to
others and relating to one's own-self. Listen now from me

about that [Occasion] which is connected with diversion

373. When one is captured, obstructed, fallen, attackod
with illness, or is dead or in a swoon, there the Apakista
Dhruva in the Pathetic Sentiment should be sung.

374 Where one is in la state of impatience, dis-
simulation, anxiety, lunentation, weariness, depression and
dispair, a Dhruva in a slow tempo should be sung.

375. In these States and in pathetic reports the Dhruva
should be sung in a quick tempo furnished with a rapid move-
ment.

376. Where there is any sorrow fron seeing before
one's own eyes any one killed or wounded, the Dhruvas there

should be in a slow tempo and in the Pathetic Sentiment.

377-378. In case of seeing any calamity, of intolerence,

seeing anything supernatural, being in despair, in carelessness

and in anger, and in showing one's spirit, and in a direct

report of anything in Furious, Horoic, Terrible and such other

XXXII. 367-378] THE NATYASÄSTRA

(aksepa).
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Sentiments, and in agitation and in hurry, the Dhruva should

be sung in a quick tempo.

379-380. In propitiating, requesting or recollecting any

one or in an exggerated speech or in meeting [of lovers] for

the first time, in joy, in begging or in seeing anything strange
in connection with love-making the Dhruva should be of the

Prasadiki class and in a medium tempo.

381. In physical distress and in anger and in aiming

a missile [against any onel the Antara Dhruva should be
made continuous.

382. No Dhruva should be sung when there is
any entry of weeping or singing persons, und when

there is any hurry in their coming or when they announce

anything, or any calamity or surprise occurs lat the

383. Diruvas should be thus applied after taking into

consideration the rule regarding themes, places, tinies and

seasons [involved], the characters [in the play] and indicaticn

of the States.

385. A Dhruva which is at the position of sirsa (head)
is called the Sirsaka.

A Dhruva is called Uddhata because it is sung in an
uddhata (elevated) manner.

386. A Dhruva which is begun in a playlike (?) manner
and which adopts a tempo meant for it, is called Anu-

387. The Vilambita Dhruva is that which according
to the dramatic convention, moves always slowly or not very
quickly.

388. When & Dhruva arises in connexion with the

Erotic Sentiment and has some extraordinary quality, it in

pleasant and is called Addita.

389. A Dhruva which for the reason of its being sung

(lit. drawn up) in other States (?) for reasons [other than

that with which it began] is called the Apakysta.

THE DHRUV SONGS [xxxIs. 379-389

time].

384. Dhruvas are of six kinds, viv Sirsaka, Uadhata,
Anubandha, Vilambita, Addita and Apakrsta.

bandha.
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ment has boen arrested (?, or delajed, should be applied in

case of male characters.

391. The Pasädiki Dhruva in case of females will be

[of] the Addita [class], and when it is in a slow tempo it

will be Apakrst and that which is not Druta will be

392. As tempo, instrumental music, pause, words,
letters and syllables accompany a song, these six are called

its entering aspects.

393. Sirsaka and Adilita belong to kings and gods.

Addita is to be applied in case of women of divine, royal

394. At the entrance of middling characters the

of inferior characters it should be of the Natkuta and Khañjaka
[classes].

395. The Khanjaka and Natkute will be for bringing
joy to the occasion. Why is it so? Because these two
belong to Conic and Erotic Sentiments.

396. In case of inferior characters and of any one dead,

there should be Anubandha with [proper] tempo. In case
of women of the Katriya and Vaisya classes there should be

397. The Pravesiki Dhruva should have Tala with four
Sannipatas. Tho remaining ones are to have two Sannipatas,
and the Sirsakas are to have six padas.

308. Addita with a slow tempo, is not to be sung in

case of inferior characters. In their movements relating to all

the States, one should sing the Natkuta Dhruva.

399. These (the inferior characters) have only three
States, viz. Comic, Pathetic and Terrible. One should apply
Dhruva to them with a view to this fact.

400. The wise should apply the Dhruva after taking
into consideration the theme (vastu), performance (prayoga),

charaoters (prakrti), in a play, Sentiments, States, seasons,

ago, localily, time and mental condition (avastha),

XXXII; 390-400] THE NATYASASTRA

390. The Excitod Pravesiki Dhruva, when the move-

Vilambita.

and Vaiysa origin.

Dhruvä should be of the Druta-Vilambita [class], and in case

A pakrista Dhruva in proper tempo.
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401, The theme (vastu) arises from a locality, and may

relate to a city or a forest. The performance (prayoga) relates

to divine and human beings.

402. The characters in a play (prakrti) are of three

kinds, viz, superior, inferior and middling. Sentiments and

States have already been described before.

occurs due to the flux of time.

403. Infancy, youth and old age aro the three ages.

Locality relates to the Zonal and other divisions of

various kinds.'

404. The time is fixed by day and night, and by months

and seasons. The [mental] conditionrelates to joy and

sorrow.
405. These are always the features in different situa-

tions. The wise should apply all these [in a play] after

taking the Sentiments and the States into consideration.
406. Those things which cannot be expressed in speech

should be presented in a song; for through songs only, the
strength and ripeness comes to the moaning of words

107. Dhiruvas in case of men and women of superior

inferior or middling class, should relate to [ubjects] compar

able to them in quality.

408. In case of gods and kings the comparable objects

are. the moon', fire, the sun' and tho wind,' and in case

of Daityas and Raksasas they are clouds, mountains' and

seas."

(408) " See 145, 147, 153, 168, 170, 183, 242, 241, 254, 266, 269, 307,

311, 320 above.

*See 252, 256, 270, 318 above.

° See 56, 82, 121, 172, 209, 224, 216, 250, 268, 309 above.

1 See 65, 67, 69, 71, 73, 75, 92, 100, 119, 164, 192 above.

"See 78, 80 above.

•See 207, 316 above.

THE DHRUVA SONGS [xxxII. 401-408

The season (ru)

(vakyartha).

Contents of Dhruvis

(403) " See XIV. 3f.
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109. In case of Siddhas, Gandharvas and Yaksas,
comparable objects are the planets, stars' and bulls, and for

all these persons engaged in practice of austerities (tapas)

comparable objects are the sun?, fre and wind.'

410. For all Brahmins and and other persons engaged

in austerities, the comparable object is fire, and for their

wives the comparable object will be the same.

411. Lightning', meteor, and the sun's rays are objects

comparable to the heavenly beings, and objects comparable

to gods, apply to the case of kings also.

412. Elephants', lions and bulls are not comparable to

heavenly beings, and elephants, serpents and lions are to be

compared with kings.

413. Mischievous beings like the Yaksas, Räksasas and

Bhutas are comparable to the baffalo, ruru deer, lions and other

carnivorous animals.

414. A rutting elephant' and a swan are compared

with superior characters in connection with various Senti-

ments.

and lakes with kumuda flowers, have quality [enough] to be

compared with middling characters.

416. The cuckoo', boo', crow, osprey", owl' and crane,

pegion and kadamba are comparable to inferior characters.

(409) ' See 143 above. *See 252, 256, 270, 318 above.

*§ce note 3 (on 408) above.

(411) 'See 185 above.

(412) ^ Sce 115, 117, 121, 151, 194, 231, 235, 237, 248, 261, above.

'See 115, 117 above.

¿See 135, 134, 203, 227, 264, 334 above.

"See 138 above.

"See 63 above.

*See 90, 111 above.
*See 181 above.
"See 332 above.

*Sce 140, 324, 335, 337, 339, 341, 344, 350, 352 above.

8See 346 above.

XXXII, 409-416] THE NATYASASTRA

415. Cranes' (särasa), peacocks', kraunca, ruddy geese',

(416)

&See note 1 (on 415) abqve.
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417. Now listen about the objects comparable to wives

of superior, inferior and middling characters.

418. The night', earth, moonlight, lotus-lake?, female
elephant, and the river have qualities enough to be compared

with wives of kings.
419. A lako', osprey, creeper?, femalo crane', pea-hen

and female deer are always to be compared with wives of
middling characters as well as with courtezans.*

420. A hen, bee', crow, cuckoo and owl of female species
are to be mentioned in the Dhruvas connected with wives
of inferior characters.

421. Comparison about going, and any other movement
[should be indicated byl the Prâvesiki

Dhruvas to suit time and occasion

anything happening in the forenoon. And the Naiskrämiki
Dhruva may serve in generall for anything occurring
throughout day and night.

423. Gentle Dhruvãs are to be sung to indicate the

indicate the noon, hereas pathetic Dhruvas are to be sung
in case of afternoon and evening.

424. Any report about going is to be expressed by the
Pravesiki Dhruva, and that which relates to anything station-
ary is to be have recourse to the Aksepiki Dhruva.

as well as in a slow tempo. T'hus will be these Dhruvas when
they arise in connexion with anger and intolerance, and are
in the Pathetic, Marvellous and Terrible Sentiments.

426. All objects existing in the earth in connexion
with a dead body or with a god, are to be mentioned in
the [Dhruval song with suitable comparison.

'See 220, 222 above. • *See 211 above.
*See 181, 330 above. ¿See 113 above.
¿See 138 above. *See 140, 324 above.

THE DHRUVÄ SONGS [xxxII. 417-426

and Naiskramiki
Dhruva®

422. The Prävesiki Dhruva is to be sung to indicate

forenoon, and excited (dipta) Dhruvãs are to be sung to

425. The Äksepiki Dhruvãs are all to be sung in a quick

(418)
(419)
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Dhruvas to indicate movements

427. Comparable objects in case of stationary things

should be stationary, and in case of their moving they should

be compared with moving objects, and their States due to joy

and sorrow should be related to qualities in their objects of

comparison.

428. In case of chariots, horses, elephants, deer, birds,

palanquins and aerial cars, the experts should make Dhruvas

with a view to their movement and progress.

429-430. In case of chariots, arrows, horses, elephants,

heavenly cars, swings and birds as vehicles, the expert should

compose the Dhruva with words and syllables which can be

uttered quickly. In case of bulls, elephants, lions and bears,

the Dhruvä should be inade up of heavy syllables that can

be uttered with force.

430-131. In case of crows, nonkeys, swans, and pea-

cocks, the Dhruvas should be made up of light syllables with

swift moveinent, and of heavy syllables with their slow ness.
This being the case one should apply swift (Dhruvas)

after knowing the States [in their connexion].

432-433. Words of a song cannot be without a metre.

Hence after considering [contents off the Dhruva song, one

should put it in a suitable metre.' Fence a Dhruva to express

the movement of a vehicle, should be made up of [suitable]

syllables, so that the different limbs of the song may agree

with the instrumental music.

434. The metre which is prescribed for the foot of a

Dhruva in connexion with the movement of a vehicle, should

also be available in the instrumental music, and it should be

also agreeing with the movement of all the limbs [of a song].

435. The song should be taken up first, then the instru-

mental music, and the dance will be taken up afterwards. A

combination of song and instrumental music [with dance]

is called a performance (prayoga).

(432-433) "See 49f above.

**XII. 427-435] THE NATYASASTRA

Metres for Dhruvās
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436. The State which is in one's heart, should be

depicted by means of histrionic representation in all its limbs

437. The Prasadiki Dhruva arising from the quality of

giving joy, should be applied when there is a man in the sky
and speaking to the sky.'

438-439. The Dhruva in this case connected with
speaking, should [complotely] suit the meaning of its name,
when the Dhruva connected with pleasing or jealousy and

anger, attains the Erotic Sentiment, it should be suited to

the meaning [of it name].

And when there are occasions of pleasing, Dhruvas con-

nected with the [different] Sentiments, should be made

Prisadiki to suit the meaning [of their names].

The Language of Dhruvas

440. The language in the application of Dhruvãs

should be Suraseni.' Sometimes it my be Magadhi' when

wise.
411. Sanskrit songs' have been prescribed by the

authorities in case of heavenly beings; and in case of human
beings half-Sanskrit' [songs] should be used.

142. Listen about their treatment if the gods who have
been made objects of comparison, makos entrance in & play
in course of its action.

(140) "This is the wellknown Sauraseni. Though $. has been

ircluded in the list of seven major dialects mentioned earlier (XVIII. 47),

we are not sure of its characteristics as envisaged by the author of the
NS. The Prakrit described in XVIII. 8-23 may be Sauraseni. See note

on XVIII. 47 above.

*Magadhi though mentioned in the N$ (loc. cit) has not been

described there.

(411) 'This probably points to the very early development of the

Skt. drama. For further discussion about this see the Introduction.

*This term probably indicates a language like that of the

metrical portions of the Mahavastu,

[xxx11. 436-442

and with Suca of the Nivrtyankura' [class].

[the Dhruvas of] the Natkuta [class] are to be made by the

(436) "See XXIV. 48 above,
(737) 'See XXVI. 83-85 ahove.
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113. That which is their Sattvika State and constitutes

a narration of their deeds, should be expressed through a song

according to tho authoritative rules.

444. Songs in case of heavenly beings are desired to

be in metres of [suitable] measure (size).This should relate

to their praise or a narration of their exploits. In the feet

of Dhruvas one should describe that which rolates to the
qualities of comparison.

445. [In this connexion] the metres [like] Mala, Valstra,

be used by the producers.
446-447. I have described their structure (lit. rules of

metre) before.' In case of gods, those (i.e. Dhruvas) should
include words expressing victoryor blessing, and for

will be understood as
their form (lit, measure). As these are pleasing to hear they
should be put in tuno (lit. applied in songs).

Pañcama and Dhaivata should be reckoned as the [suitable]
form of these songs.'

449. Their form to suit the four occasions should bo

450. In the various acts of gods when there is no
obstacle, Sanskrit should often be used in the Anustubh metre.

451. The metres like Mala, Vaktra, and Aparavaktra

are to be expressed by one who is an expert in measures.
453-454. The song which is in the Anustubh metre,

and is in a slow tempo, and relates to a fall due to curse,

suffering from anxiety, and abounds in heavy syllables, notes

THE NATYASÃSTRA
xxxII. 143-1517

Metres of Dhruvas

Putavrtta Vislokä, Culika, Udgata and Aparavaktra should

them (i.e. gods), Re, Gatha and Panika,

448. Tho Jatis including Gandhãra, Sadja, Madhyama,

such as Prasadiki, Sthita, Naiskramiki and Prävesiki.

are suited to Pravesiki Dhruva, and Pute and Culika are

meant for Naiskramiki Dhruvas.

452. Udgata (metre) is applicable in the Prasadiki Dhruva

and Anustubh in the Vilambita Dhruva. These occasions

(447) See XXXII. 49ff above.

(448) '6ce XXVIII. 1031f, above,
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of pathetic expression, and long-dzawn-out Varnas, should

455. For the excitement of human beings, and for their
roaming [over different places], heavenly beings are to resort

to songs in the Anustubh metre.

456. In relating the memory of those of heavenly

beings who are born amongst mortals, one should resort to

suitable songs expressing heavenly States.

487. And suitable songs relating to the sorrow of

these very beinge when these are meant to kill sorrow and

anxiety, are to deal with a change due 'to afflicted
conditions.

Dhruvas to suit occasions

458. Listen now what are generally to be done for the

rule of Dhruvas occurring to their division of occasions.

459. When the instrumente of music have been placed

in order, and the three Sämans have been uttered, one should

apply the Asravana' included in the Bahirgita?

460. After perforning the Bahirgita one should per-

461. In connexion with the entrance of characters,

one should sing the Dhruva indicating movement and also

462. By taking steps upon the stage while singing

or due to [some other] need, one should make six Pari-

163-46+. The Dhruva in this case should be made as in
the oase of gods, and the Patas there, should be twentyone

in number. The Dhruva in its application in drama should

be of the Tryasra or of the Caturasra type. In case of

(460) 'For Pürvaranga and its different parts see V. 7f.

¿See V. 26-27 and 116-119.

(468) See V. 65ff, and the note on 471 below.

20

have the Sthita Sthana.

tode the or aid at the Payayer havings been

the Parivarta.

vartas.'

(459) "See V. 18. 3 See V. 30-31ff.
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the Tryasra the Pada-pata will consist of three Kalãs, while

in the Caturasra the Pada-pata will consist of four Balas.

165-466. The Dhruva in case of superior characters

will be Caturasra and in case of the middling characters

Tryasra type, and in case of the inferior characters it will be

of the Khañja and the Natkuta class. This will be the rule

about tunes in connexion with the movement of feet.

467. In case of hurry, calamity and anger it will consist

of one Kalã or half of a Kala. And the movement of feet

will consist of three, two, ono or of four Kaläs.

469. At that time there should be a harmony of dance

with the instrumental music and not with song. There

should be no pause in Dhruva of one or two Kalãs in dance.

So, there should be a harmony [of dance] with the instrument

and not with the song
469. One should know the setting of feet in case of the

State mentioned before, depending on the slow or the quick

tempo, and should make harmony with the instrumental music.

470, The entrance after tossing the curtain, on account

oxcessive joy, sorrow and anger, should be made simultaneous

with the divisions (?).

The Rule of Graha

171. These are tho rules about Parivarta' in a play.

I shall now describe the Grahag? in connexion with the

instruments.

172. The song should start its Parivarta' without any

[music of thel instrument, and in the fourth Parivarta' there

should be the Graha of the instrument.
473. Sometimes there should be Sannipata Graha,

sometimes Tarjani Graha and sometimes kasa Graha in the

474. As the Graha in the Dhruva is regulated by Kala,

Tala and tempo (laya), it should be observed in the move-

ments and walks, by means of instruments.

(471) 'This term probably means 'a single performance of a song'

when it is repeated.

"See above note 1 to 471.

xxXII. 465-474) THE NATYASASTRA

Dhruvã songs.'

=See XXXIII. 180ff below.

(473)
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the Graha should be by the Pradesini, and in the Vilambita

Addita Dhruva, it should be by the Sannipata and the third

the Graha will be from above,' and in Naiskrämiki and Anu-

bandha Dhruvas the Graha will be with tho instruments.

And for songs, there should not be made any ropetition by the

experts.

178. Natkuta Dhruvas should have four Grahas such

179. In the ontrance lof any character] with hurry,

excitement and joy, there should be the Graha with the song,

and such a Graha is called Udghatya.

480. In case of falling of ornaments, clothes or of

any disorder, any loss of meniory, fatigue, and in the [general]

covering of faults, there should bo the Udghatya Graha of

Application of songs

481. Producers should in this manner apply in their

proper places, the Dhruvas required for dance and drama.

182. Just as a well-built dwelling house' does not

become beautiful without any colour, so without any song

the drama does not attain [the capacity of givingl joy.

483. The rule regarding songs lave been mentioued

minaries), and the worship of gods has also been mentioned

there.'

484. Hence notes in the two Gramas as well as the

Overlapping [note],' should be applied to plays (lit. poetical

compositions) which express the various Stated.

THE DHRUVÄ SONGS
[xxxII. 175-48+

475. In the Sirsaka of the Uddhata classes of Dhruväs,

[finger].

476-477. In Natkuta, Addita and Prasadiki Dhruvis

the Graha will be in Sannipata and in Druta (quick) Dhruvâs

Sannipâta, Samya, 'Tala and Akasa.

the Antara [Dhruva].

in connection with [the formalities of] tle l'ürvaranga (Preli-

(176-477) 'j.e. Akasa Graha.

(182) 'citram nivesanam.

(183) 'See V. 60-638.

($84) 'See XXVIII. 35 above.
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485-186. In the Opening' of the drama there should

be the songs of the Madhyama Grama, Sadja in the Progres-

sion, the Overlapping in the Development, Pañcama(mi) in

the Pause, and Kaisika(ki) in the conclusion. These songs

depending on the Junctures and metres, should be of suit-

able Sentiments and States.

487. Dhruvas depending on the context and made to

express Sentiments suited to the situation, embellish the

drama just as the stars illumine the sky.

488. The Magadhi is the first Giti, then Ardhamägadhi

[the second], Sambhavita the third and Prthula the remaining

one (i. o. the fourth).'

489. Magadhi is known by the repetition of its padas

[in different tempo] and it is in the Citra [Vrtti].' Similar

is the Ardamägadhi, which has recourse to repetition twice.

490. Sambhavita depending mostly on heavy syllables
is applied in the Vartika (Vrtti), and Prthula consisting of
light syllables in the instrumental music, is to be applied

491. These four Gitis are everywhere to be applied
in songs by singers. These consisting of appropriate syllables

492. That which includes full notes, Varnas, is embel-
lished by instruments, relates to the three voice registers,
has three Yatis and three Matris, gives joy, is harmonious
(sama) and delicate, contains Alamkaras, is performed with
ease, and has sweetness, is called a song [per excellence].'

493. One should first of all bestow care on songs. For
songs have been called the resting place (lit. bed) of the
drama. The song and the playing of musical instruments

being well-executed, the performance of the drama does not

encounter any risk.'

"This shows that songs were indispensable in producing
plays.

THE NATYASASTRA

in the Daksina Vrtti.

are applied in Dhruvãs also.

(485-486) "Sce XXI. 58ff.

(488) "See XXIX. 77ff above.

(490) "Vitti-gati-olli. See XXIX. 102ff.

(493)
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Qualities of singers and players of instruments

491. I have thus spoken properly of the characteristics

of Dhruvãs. I shall now speak of [requisite] qualities of

singers and players of musical instruments.

495. Knowledge proceeds from qualities, and mind

gets repulsed due to faults. Hence one should carefully know

in brief the qualities and faults.

496. The singer should be of young age, have a loving

nature and a throat full of sweet voice. He should thoroughly

know about tempo, Tala, division of Kalas, their measure and

application.'

497-498. A woman possessing a good physique, brilliance,

rourage and sweetness, also a voice which is soft, sweet and

has a charming resonance, and is harmonions, and auspicious,

and who can properly observe a pause, is never nervous, and

is an expert in songs together with their Tala and tempo, and

can regulate her Karanas according to musical instruments,

and is young, is known as a female singer' [per excellence).

Characteristics of a Vina player
409-500. The two Vind players should be properly

conversant with the use of Pani, tempo and Yati' properly
alotted [to different parts of a song], should have nimble hands
in producing sweet sounds, and should have the qualities of
[good] singers. They should be attentive in mind and be able
to sing well in accompaniment of other instrumentsand
clearly produced Karanas' and should be industrious, and

should have & pleasing voice, much experience and should
be experts in playing instruments in Vittis like Citra etc.

Characteristics of a flute-player

501. The flute-player should be strong and careful,

should properly know songs and their tempo, and bo able to

sing well in accompaniment of other instruments, and to

produce & note which is voluminous as well as sweet and

pleasing, and should possess a strong breath.

'See SR. III, 13-22.

(499-500) *See XXXI, 494-495. *See XXXI. 489-493.
3ie. Karanas produced by the dancer.

THE DHRUVÃ SONGS [xxx11. 494-501

(496) (197) 'See SR. III. 23.
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502. The music of a flute should thus be steady, conti-
nuous, expressive of Varna and Alamkära, and be sweet, pleas-

ing and able to cover the faults [of a performance].
Difference between male and female song and recitation

503. Generally songs are naturally suited to women,
and recitatives are similarly suited to men. For women's
voice is naturally sweet and that of men are (naturally] strong.

504. The good quality in women's recitation and
sweetness in men's songs, should be considered their adventi-

tions qualities (lit. ornament) [and no part of their nature]'

505. If men lead [in songs] and the songs possess good

characteristics, but have no sweetness, then these, do not

impart any beauty (to the performance].
506. Hence women's songs are naturally successful

and so are men's recitatives.' When these are not [indiscri-
minately) attempted by one another, they become easy to
perform.

(Nagas) as males and females, have many actions andspeeches.

508. [In such cases] wonen are to play men's parts

[very] carefully. For women are naturally able to make

graceful movements [only]!'

509. Men acquire Sausthava' by regular exercise and

practice, and women's movement of limbs are naturally

pleasing.

(504) 'This shows that good singing was once supposed to be a

monopoly of women. So Maitreya in the Mrcch. (III) does not approve

continues his compliments to Revila by saying 'had he been out of sight

(i.e. behind a screen), I might have taken him for a woman' (antarhito

(506) 'See note 1 above.
(508) "The movements of Danavas and Asuras etc., are mostly

energetic.

(509) "For the meaning of Sausthava see XI. 91. Generally it

means 'beauty and grace of the body in its movement'.

*ххп. 502-509] THE NATYASASTRA

507. Danavas, Asuras, Raksasas, Yaksas and Urigas

----

of Carudatta's praise for Revila's singing (mama dava duvehim jjeva hassam

jaadi, ilthie sakkaam pathantie, manussena a kaalim gaantena). Carudatta too

yadi bhaved vaniteli manye).
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510. With an eye to this fact, (lit. thus) men are to

instruct women in songs, musical instruments and recitatives

relating to different characters.

511. There may be [allowed] a losa of proper note in

women's songs and playing of musical instrument. But this

will not be sweet to the ear in case of men.

Qualities of a teacher

512. The six qualities which a teacher should have,

are memory, intelligence (medha!, judgement (mati, reasoning

positive and negative (uhapoha), and ability to train pupils.
Qualities of a disciple

513. The six qualities which a dieciple should have,
are intelligence, memory, willingness to serve (slagha), devo-

tion [to work], spirit of emulation (samgharsa), and enthusiasm.

Qualities of voice

514. The six qualities of voice are that it should be
loud, compact, smooth, swoet, careful, and distinctly related to
the three voice-registers!

515. That which is heard from a distance, is called
loud (sravaka). The loud voice which is sweet but not diffused,
is called compact (ghana).

516. The voice which being loud does not become harsh,
is smooth (snigdha). If at the highest point of the voice-
registers, thero occurs no discordance, then the voice is called

517-518. The voice which does not lapse into excess

The voice which striking the head, the throat land the
chest] become sweet with reference to three placos, provides
always sweetness to the three voice-registers, is considered
distinctly related to voice-registers (tristhanasobhi).

Faults of a singer
519. The five faults of a singer are that his voic

‹See SR. III, 24-37.

THE DHRUV SONGS [xxxI, 510-519

sweet (madhura).

or defficiency, is called careful (avadhanavan).

(lit. he) may be Kapila, unsteady, Sandasta (bitten), Kaki
(crow-like), and Tumbaki (nasal).'

(514)• *See SR, III. 49-63.
(519)
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520. When the voice is unnatural, and there is a gurgl-

ing sound, it is called Kapila. The voice of one who has

phlegm in the throat, is also called Kapila.'

521. When there is an irregular excess or want of
volume in voice, it is callod unsteady. A lean voice is also

givon this name.
522-523. Voice produced by [unduly] using teeth, is

called Sandasta (bitten) by good masters.
The voice which in its onunciation does not properly

touch its due voice-register, and which is harsh, is called

The voice connected with the nose is called Tumbaki

524. These are the essential facts about the qualities,

and faults of voice, related by me. I shall next speak about

the covered (avanaddha) instruments.

525. This is the Gandharva' which I have now described.

This was formerly describod by Narada.

A man (lit., son of Manu) who will cause this to be per-

formed, will receive the highest. honon in this world.

Here ends the Chapter Thirtytio of the Natyasastra,

which treats of the Dhruva Songs.

'It may be that the word is a wrong reading for *Kaphala.

XXXII. 520-525] THE NATYASASTRA

Kaki (crow-like).

(nasal).

(520)

(525) "This is the Gandharva which the Ceta in Mrcch. (III) speaks

about (ka vi vela ajja-Carudattassa gandhavvam sunidum gadassa).



CHAPTER THIRTYTHREE

ON COVERED INSTRUMENTS

1-2. I have spoken briefly about the stringed instru-

ments. I shall now speak of the class of covered musical

instruments, their characteristics and functions as well as of

3. Svati and Narada' have [respectively] spoken about
the Gandharva, and the playing of musical instrumenta
together with their quality of amplitude, and their charac-
teristics and functions.

Origin of drums

4. Now following Svati I shall speak briefly about the
origin and development of musical instruments called

5. During an intermission of studies in the rainy
season, Svati once went to a lake for letching water!'

6. He having gone to the lake, Pakasasana (Indra) by
[sending] great torrential rains commenced to make the world
one [vast] ocean.

7. Then in this lake, torrents of water falling with the
force of wind made clear sounds on the leaves of lotus.

8. Now the sage hearing suddenly this sound due to
torrents of rain, considered it to bo an wonder and observed it

carefully.

(1-2) "A kind of earthen drum still in use in Bengal among the

A drum or tabor made probably of wood. See the note 6 on

*This is also called 'Dardara'. Possibly this is the right form of the
name. One side of its wooden frame is covered with hide ; it looks likr
a large gong. See also note 6 on XXVIII 4-5.

(3) 'See above XXXII. 525. It does not mention Svati.
(5) "The story given here about the invention of drums may not be

quite fanciful.

playing drums named Mrdanga,' Panava' and Dardura.

Puskaras (drums).

singers of Vaisnava kirtana.

XXVIII. 1-5.

• 21
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9. After observing the high, medium and low sounds

produced on the lotus-leaves as deep,sweet and pleasing,

he went back to his hernitage.

10. And after coming to the hermitage, he devised the

and

11. On seeing the Dundubbi' of gods, he made Muraja,

12. Then he who was a master of reasoning of the

positive and the negative kind, covered these and Mrdanga,
Dardure and Panava with hide, and bound them with
strings.

13. He also made other drums such as Jhallari,' Pataba?
etc., and covered them with hide.14. Listen now abont the instruments which men are
to play as minor and major limbs [of a performancel in an
assembly of instrument-[players].

15. Among the wooden [stringed instruments] Vipañci'

are minor limbs."

(10) 'Puskara seems to be a general name for drums made of wood.

(11) 'A large kettle-drum made probably of earth.

*This seems to be a kind of Pakhoäj.

"It seems to be a drum held against the breast of the player

who embraced it as it were.Hence came this name (alingya= an instru-

ment to be embraced). Sec 242ff. below.

*See 242ff. below.
*See 242ff. below.

(13) 'This seems to be very small drum without any complexity.

Cf. SR. 1135-1137.

' It seems to be different from the one mentioned by SR. VI
802-808.See also 27 below.

(15) 'See the note 3 on XXVIII. 4-5, and the note 2 on XXIX. 220.

a See the note 1 on XXIX. 120.

a For their functions see 25-26 below.

* This seems to be an one-stringed (ekatantri) instrument made
with a tortoise (kacchapa) shell.

§ This seems to be a kind of Tanpura used merely as a drone.

, For their functions see 27 below.

XXXIII. 9-15] THE NATYASASTRA

Mrdangas, and then the Puskaras' [like] Panavas
Darduras with [the help of] Visvakarman.

Alingya,' Urdbvaka' and Ankika:

and Citrã' are major limbs' and Knechapi' and Ghosaka etc.,
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16. Among the drums, Mrdanga Dardura and Panara

are the major limbs, while Jhallari and Pataha etc., are the

minor limbs.

17. [Among the hollow instruments] the flute (vamja)

has the charaeteristics of the major limbs [of a performance],

and conch-shell and Dakkini [that of] the minor limbs.

Use of Drums

18. There is no instrument which cannot be used in

Each kind of instrument may be used in a play after
considering the Sentiments and States there.

19-20. In a festival, a royal procession, and a Mangala
ceremony, in an auspicious and happy occasion, at the time of
marriage and of birth of sons etc., in a battle where many
fighters assemble, and during such other acts, all the musical
instruments should be played.'

21. Small number of instruments are to ho played
during ordinary (lit. natural) household affairs.. During

expeditionary marches and performance of plays, all the

instruments should be played!

22.For the harmonious blending of the different limbs

[of a performance] and for covering the faults, the instruments

are played.

General Description of Drums

23. I shall now speak of the covered instruments which

give rise to regular notes, has many Karanas and Jätis.
21. All the instruments covered with hide such as

the three Puskaras,' are called covered instruments.

(19-20) 'See SR. VI. 10-21.
(21) "See the note above.

Dardura (Dardara) ; see 1-2, 10 and 16 above. But according to SR. VI.
1024-1025 they are Mrdanga, Mardala and Muraja. But Mardala is
unknown to N$.

[xxxil. 16-24

the ten kinds of play (dasarupaka).

(24) *The three Puskaras of the NS. are Mrdanga, Panava and
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25-26. And these have one hundred' varieties. But I

shall now speak of the characteristics of the three Puskaras.

For these have no harshness of sound like the remaining

instruments.The latter produce no [distinct] notes, for them

no [regulated] strokes [are necessary], no distinct syllables

are available from them, and they require no Marjana.

well as Dundubhi and Dindimas, one desires the depth of

sound from their slackness and extensive surface.

28. These are generally to be played with a view to

time and occasion [in a play]. But listen about the rules of

the three Puskaras.

29. Metres depend on Väsu (?) and are of two kinds, viz.

those which relate to notes only, and those which relate
to words carrying meaning.

30. Metres rolating to words carrying meaning, express

many States and Sentiments, and those relating to notes

only, depend on various instruments.

31.. Seven are the notes in the Vina of the (humani

body, and from those have come out the notes of musical
instruments.

32. Notes coming out first from the human body go
to the wooden Vina and then they go to the Puskara and the
solid instruments.

33.. Strokes' on them by various movements, are to be
known as giving shelter to words. These are always to be
applied to the playing of Vina [and] at the time of battles etc.'

3t. In the Vina of the human body there should be

together with many Karanas.

35. The notes produced by the singer should be produced

by the musical instruments, and these should contain light

and heavy syllables showing appropriate Yati and Pani.

(25-26) 'SR. names no less than twentythree varieties. See Ch. VI.

(33) 'Bahviranair. The reading here is probably corrupt.
"This word is probably to be derived from vacaskarana and

is similar in meaning to bol used by modern drummers of Northern India.

xXXIII. 25-35] THE NATYASASTRA

27. By [the playing of] Bhori, Pataba, and Bhambha as

Vaskarana' (mnemonic patterns) such as jhintu jagati kät (?)

(34)



165 ON COVERED INSTRUMENTS

Aspects of Puskaras

36. I shall speak about the rules of playing Puskeras

with reference to Mrdanga, Panava and Dardura.

37-39. Puskara instruments have following aspects :

Karanas, three Yatis, three Layas, three Gatis, three

three Prahãras, three Marjanas, eighteen Jatis and twenty

Music of Puskaras should possess all these aspects.

40. Now I shall speak of the sixteen syllabic sounds,

sixteen syllabic sounds. These are the always to be used in

Four Margas'-The four Margas are Alipta, Addita,

Three Layas'- quick, medium and slow.

Three Samyogas"- Guru Sam., Laghu Sam. and Guru-

(37-39) "See 44fT below.
(40) The text gives ah for y and y for m.See SR. VI. 819.

• See 111.116 and 258-259 below.

& See 92-93 below. • See 94fF below.
• See 118-120 below.

• See 47f, below. * See 117 below.

• See 93 below. 10 See 83 below.

[xxx11. 36-40

sixteen syllabic sounds (aksara), four Mãrgas, Vilepana, six

Pracãras, three Yogas, three Panis, five Pani-prahata,

Prakãras.

K, kh, g, gh, t, th, d, [ol, t, th, d, dh, (ml, t, I, and h are the

the Vaskarana' of the Puskara music.

Gomukha and Vitasta.

Vilepana' (plastering) - Plastering of [Savya], Vama and

Urdhvaka.

Six Karanas' - Rupa, Krta-pratikrta, Pratibbeda, Rupa-

sosa, Ogha and Pratisuska.

Three Yatis'-Sama, Srotogata, Gopuccha.

Three Gatis' (Prakrti) -Tattva, Ghana (= Anugata)

and Ogha.
Three Pracãras' -Sama Pr., Visama Pr. and Sama

Visama Pracara.

laghu Samyoga.

Three Panis®-Sama, Avara and Upari Panis.

Five Paniprahatas'-Sama-pani, Ardha-pani, Ardhardha
pani, Parsva-pani and Pradesini Prahatas.

• Ibid.
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Three Praharas'- controlled, semi-controlled and free.

Twenty Prakaras' are Citra, Sama, Vibhakta, Chinna,

41. The sixteen syllabic sounds which have been
tioned before applies to Puskaras, such as Panava, Dardura
and Midanga as well.

Productions of Consonant and Vowel sounds in Drums

42. K, tor, t, th, d, dhare to be produced on the right

face and g, h, and th on the left face of the drums and th

Now I shall speak about combining vowels with them.

added to the consonants. •

To k-a, i, u, e, o and am can be added to produce ka, ki,

ku, ku, ko, and kam.

To kh-, a and o can be added to produce khi, khu

and kho..

To g-a, e and o can be added to produce gu, ge and go.

To gh-a, e and o can be added to produce gha, ghe and

To!-a, 1, 0 and am can be added to produce ta, ti, to
and tam.

To th-a, i, o and am can be added to produce tha, thi,
tho and tham.

To d-a and o can be added to produce da and do.
11 See 42 below. 18 See 102ff. below.
18 See 130FF. below. 1 See 198ff. below.

16 Later writers like Sarigadeva include most of the technical

txxI. 41-42] THE NÃTYASÄSTRA

Three Marjanas'-[Mayuri, Ardha-mayüri and Karma-

ravil.

Fighteen Jatig'-Suddha, Ekarupà, Desanurupa, Desad-

apetarupa, Paryaya, Viskambha, Parsni-samasta, Duskara-

karana, Urdhvagosthika, Uccitika, Evamvadya, Mrdanga-

panava, Avakirna Ardhavakira, Samplava and Vidhuta.

Chinna-viddha, Viddha, Anuviddha, Svarupanugata, Anusrta,

Vicynta, Durga, Avakima, Ardbavakirna, Ekarupa, Pariksipta,
Sacikrta, Samalekha, Citralekha, Sarvasamavaga and Dicha'.

Inen-

on the Urdhvala and k,%,n, dh, o and l on the Alingyn.

a, ā, i, i, u, i, e, ai, o, au, are aud ah aro the vowels to be

gho.

terms into tho hastapalas. See SR. VI 819fF.
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[Ton-a, i and e can be added to produce na, ni an ne.)

To t and th-a, à, i and e can be added to produce respec-

tively ta, tà, ti, te and tha, tha, thi and the.
To dana, u, e and o can be added to produce de, du, de

and do.
To dha - a, i, o and am can be added to produce dha, dhi,

dho and dham.
T'or- a, à, i and e can be added to produce ra, ra, ri

and re.
To la, à, i and e can be added to produce la, la, li and le.
Hand mare applied without any vowel.
Among these k, gh, t, th and dh has ras their appendage

K and l also act as appendages, o g. [klam, kle?.
Sounds producable by two hands are made by combining

all these. Dham however is produced in Aikika, Mrdanga
and two Puskaras by the simultaneous strokes of two hands.

Ku is produced by running tho finger (against the sur-
face of the drum-face), and dha by controlling it. When it is
half-arrested there is tha. When the back of the hand
strikes it, there is kl; from curving the fingers comos ksa (kh).
By the simultaneous striking of Uralvaka and Vamaka'
by the two hands, there occurs ham, and by striking Älingya
with the forefinger kle [is heard].

Some of the sounds we produced fron one face [of a
drum], some from two faces [of a drum], and some from three
faces [of two drums], e.g. " from all faces (i.e. from any single

and Urdhvaka for the sake of facilities. Dh is sometimes is
to be made from Alingya. There should be no disregard of
this rule. So much about the combination of vowels and
consonants.

Five Hand-strokes

"This is possibly our adt. "This is possibly our sifter.

LxxxIlI. 42

(anubandha) e.g. ghrum, dhra, tre, kram, thra, [dram], dhram.

face), d, ah, from Alingya and Dalisina, g from Vamaf-ka]

Five kinds of hand-stroke (paniprahata) : level-handeu

(Samaban), half-handed (Ardhapani), quarter-face (Ardhar-

dhabani), hand-side (Parsva-pani) and fore-finger (Pradesinz).

(42)
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Now these hand-strokes, according to their application
are controlled, semi-controlled or free.

Among these m is a stroke with the level-hand and is
controlled; g, d and dh are half-controlled and is a stoke with

half of the hand. K, kh, t and dare strokes with the side of a

hand and are controlled. I, th and h are strokes by half of the

hand and are semi-controlled. M, th, r, l and h are two-handed

strokes and are free. Klam is a stroke of the forefinger and is

free. Dram dhram and klam are two-handed strokes with the

side of a hand and are free. Klem is a stroke of the half of the

hand and is controlled, * is a stroke of the side of a hand

and is controlled. Thus one is to make strokes according to

their requirement.

43. Sixteen are the sounds coming out of [covered]

musical instruments. The wise are to make Vaskarana from

their combinations.

The Four Margas

I shall now explain what has been called the four

44.The four Margas relating to the strokes of the
(covered) musical instruments are Acolita, Alipta, Vitasta and

Gomukha. The Addita Marga relates to a combination of

The Alipta Marga relates to a combination of the

The Vitasta Märga relates to a combination of strokes

Marga relates to the strokes of all Puskaras mixed up mostly

with those of Alingya.
Examples of the Addita Marga strokes are ghattam, kal-

mam are the strokes of the Alipta Marga.

(41) 'The reconstruction this bol and the following ones is tentative

These have suffered most in the transmission of the text.

XXXIII. 43-44] THE NATYASASTRA

Margas. •

strokes of Alingya and Mrdanga.

strokes of Vanaka and Urdhvaka.

of Urdhvaka, and the right face of Änkika. And the Gomukha

thita ghat!am ghenta ghaltam gatthimam gatthi ghantam gatthi.
Now the Álipta Marga-dadhro mà madro mam sta du rpere

gham ghem gn dạ (gu) ranandum ghem, prem (ghra) dram ghem dro
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Now the Vitasta Märga-takitān takitān sentām kinnanăm

ghisamketà idu hudu ketäm are [the strokes] in Vitasta Märga.
[Now the Gomukha Märga] - guddha kladdham mathikalo

ghamghena chidukhu khuno gaga latthi malam are [the strokel in
the Gomukha Marga.

H is produced by pressing the fingers, and it is a free
[stroke] and the fingers will have to be crossed and half-
controlled for this on the Urdhraka and Än[ki]ka Because

on the two, the level hand is seen to be used.

H is produced by pressing [the fingers], and it is a free

stroke and [in the Gomukha Margal the following [strokes]

are also to be made : dhittha tittha ditlha kità khaden khaden

gudhum du lenta jhatti titthana dhitlan hu vadhe.

Similarly strokes in the Vitasta Märga should bo deroid

of those for l, m and r. In the Urdhva (?) Mürga of the

Gomukha, the strokes will be khatamalthi malla ghanlà ghura-

khettam khata măm (vudu) na kiti killi kili mùm khu khu mu ddhe
dhe dho dho.

Now the playing of Gomukha-tha da ghenta na khandu
lamghu khe ghata malla làm nu dha [khu khu] năm thi ghatạm ghiti
măm kakku tăm nu ghem kiti màm ghe ghe ko mo ma.

45. Strokesproduced in the Alipta (Marga) can be
used in all Margas.

Graha of Mdangas consists of groups of Aksaras
(aksara-samghata).

46. I shall give their examples in the four Märgas in
due order.

In the Addita (Märgal they are ghin ghịng ghata ghén

matthi matthi, madatthi thin mana ghen kran kathi katàn.

In the Vitasta they are ghaga gemdrä taki ta ghị ghin ghro

kitz ghentăn găn dhi kiti kettha tha kutà kita kiri dàm.

In the Alipta they are do män gudur ghen ghe ghantan ghe

gha ta du mà.
In the Gomukha they are ghe ghetatthi katän gulà ghen

ghetä ghamtän dhi madhi tthiyam ke sa te ghe ga gheno no nam.

47. For its Märga three are the Fracäras of the

Puskaras, such as Sama, Visama and Sama-visama.

22
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48. Sama should be the Pracãra of the Vamaka and

the left hand should be used. And in striking the Savya

and Urdhvaka, should be used the right hand in the Visama

50. Similarly the two hands should be used in a cross-

wise stroke in the Vitasta Märga, and the same is [to be

51. In the rest of the Margas, the Pracara of hands

will be according to one's convenience (sacchanda). In the

combination of the Addita and Gomukha Margas, the Pracãra
of the hands should bo Sama-visama.

52. In connexion with the Erotic and the Comic
Sentiments, the instruments should be played in the Addita
Marga. In the Heroic, the Marvellous and tho Furious
Sentiments, they should be played in the Vitasta Marga.

53.. The playing of the instruments in the Pathetic

Sentiment should be in the Alipta Märga, and in the Odious

and the Terrible Sentiments this should be in the Gomukha

54. Instruments should be played in connexion with

a dance to suit the Sentiments and the States and the Sattva

[of characters] and their gestures, mode of walking and the

location [of the scene].

Playing of Dardura and Panava

55. This rule of strokes according to the traditional
way, should be followed by the wise. I shall speak hereafter
of the playing of Dardura and Panava.

56. This playing of drums is of three kinds : Ativadita,

the playing of Puskara before [a performance].
57. When the playing of Mrdangas follow

formance, it is Anuvadya.

XXXIII. 48-57] THE NATYASASTRA

the Urdhvaka and of the Vamaka and Savya[ka] in the
Addita Marga, and in the Alipta Marga too.

49. In striking the Vamaka, Urdhvaka and Madhyaka,

Pracãra.

done] in the Visama Pracãra.

Marga.

Anuvadya and Samavadita. Among these, the Ativadita is

& per-
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When the Mydangas are played simultaneously with a
performance, it is Samavadita.

used in playing a

music of Panava.

59. The experts should produce in striking loosely

and tightly Panava, the different Karanas by means of the

tip of the little and the ring fingers.

60. The syllabic sounds for colouring Karanas should
be produced by the little and the ring fingers. In producing
the remaining sounds, there should be strokes by other
fingers.

61. The playing with the Kona and the ring finger,

should begin with the middle finger.
The playing with the Kona and the ring linger should

62. From playing in irregular Karana, comes /rikulaham
which is the begining of the irregular playing. It continues
as ribhata as Karana and Anubandha, and to it is added a
double tra.

63. In the Anubandha of the mixed Karina, die is
produced by striking with the raised hand. This is to be

specially done by the best player of drums.

64. Notes which are charming due to their being in
the various Karanas, are to be produced by the tip of the
little finger. By that very finger should be produed the
strokes a ni ni b.

Playing of Panava
65. This should be done by the tip of the little

finger in a loosely trimmed drum. By tightly trimmed

Panava should be produced dhattvo duana

66. In the tightly and loosely trimmed Panivas

strokes ka tha na ta ni na are produced. Similany irregular

[xxXIII. 58-66

58. The syllabic sounds such as k, kh, g, pn [dh]r oün

pr, h, nad brhulan dhrà hu làm are to bePanava.

And kiri ghintàm tho tho no dho tr hulăm kiri ghinlăm no no

no ntam co ktri kiri kanda matà mata tthi te le le donnăm is the

be a simple (juddha) stroke. •
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Karanas are not produced in the Panava which is tightly or

loosely trimmed.

67. In the tightly trimmed Panava there can be
strokes like kha kha na na

In the loosely trimmed Panava there should always
the strokes like la tha.

68. In the trimmed Panava k, kh and ta strokes should
be produced.

['T'he strokes] should be combined with irregular Karanas.
69. It is possible to create a resonance of in a tightly

trimmed lanava. In the same way hn including n is also
possible.

70. This stroke is to be made on the face of the drum
held obliquely. The stroke will sound as kahulam krakhulam * *

71. This in brief is the regular playing of Panava
described by me.

Playing of Dardura

I shall now similarly speak of the syllabic strokes of
the Dardura.

72. Tho froe strokos in Dardura should include * *

13. One should make there strokes to producel
enanaksara gradha * * * by one's right hand, and to produce
go mattha by touching Dardura by the tip of the leit
hand.

7t. Strokos giving muklollà * * should be produced
by two ** controlled hands, and the sounds being pressed

after seiving [the drum] by freely holding it.
75. Thitthen tra should be producod by pressing [the

hand] in the usual manner. Sounds produced freely will
be special ones, while those produced by arresting the stroke
will be [balf] free and half checked.

76. The sound will be wrongly produced if they are
too swiftly done or done in quick succession. These in brief
are to be known of the strokes on Dardura.

хххи. 67-76] THE NATYASASTRA

krakhulam.

rakti trikalas kleradro gauno hathipa, and thananna.
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77. These are the pure strokes not mixed up with

strokes of drums of other types. I shall now speak of the

combined playing of Dardura, Panava and Mrdanga.

Playing together the three Puskaras

78. In the mixed playing of instruments some Karanas

are distinctly expressed while some Karanas are produced

simultaneously or some serially.

79-80. In such mixed playing, individual strokes like

made.

81. The [Karanas] other than these are to be always

mixed in production, those mentioned previously are also

to be mixed up according to necessity.
82. Now in the Panara simultaneously produced

83. The best player should gradually produce such

84. In the Anubandha of Panava, the Karanas should
be nnu khu khu na, and players of Mrdanga and Dardura should

85. Those [Karanas] which are to be produced (lit.

made) in Muraja at the time of walking and other move-

ments [of different characters in a play], should also be

followed in all its syllables in the playing of Panava.

86. Experts should not have any playing of [drums]

in the Citra Märga at in the time of walking and other

movements. When the setting of feet is not perceptible,

[the playing] at that time should be Sama-visama.
87. The Uparipani [hand] should be freely used in

be made by similar strokes.

88-89. Generally Panava should be taken up for play-
ing before all other instruments.

[xxxII. 77-89

ns and r and dhenkà kattham troikho kehulam lakila in the

Medangas, dang syen dren kahulam malam in Panava and tham-

matalthi dam kahutam matalthi den nen in Dardura are to be

Karanas are kahalam nnannam khu khu knne khe dromo donam the
tho rthidr.

Karanas as ta ta ta te ghonanana kirini. * * kinnu.

play the Krtapratikrta.

playing Panava and Mrdaiga. Playing of Mrdanga (?) should
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I shall now speak of the strokes of Dardura, which are

two free, and then stopping, one should make strokes like

90. And then one should make strokes bhredhi kithi by

the right hand and gudathim klam by the left band. And

then the tips of the hand making tatuaurstha, the two hande

should be checked after striking tam.

91. And [the stroke] takam should indicate the rest of

Karanas of three Puskaras

These are the strokes in Dardura. I shall nest speak

Rupa - when Karanas are produced by two hands.

originatos from the

have been made simultaneously, the [playing] takes to Upari

Rupasosa-the want of distinction of Karanas. Es.

Pratisuska-the harmony amongst the players of

Ogha or Catuska-the playing of all the instruments

in slow tempo to produce sonant syllables. Es. tham kiti mam

XXXIII. 90-92] THE NÄTYASÄSTRA

dasa senta tetietsade vede revitanritamathi. After making these

nannare.

the Karananubandha.

of the (six) Karanas.

92. The six Karanas are Rupa, Krta-pratikrta, Prati-

bheda, Rupasesa, Pratisuska and Ogha.

Ex. gham khu khu na khu gham kramam thimam ttheltaram

ghatam ghatthi melthi ghenta kata guddharana kiti gham ghe kaghatam

ghe kakham.

Ertapratikrta- when one Karana

three Puskaras.

Ex. tham ghu khu no khutham kramamthi vaggem raghatäm
ghatalthi gham tsam idu ghe kuhulannam do dno na.

Pratibheda-when after the two Karanas of Mrdangas

Karana. Ex. dho dha na kho ta la nà na tthi tadhi ghandam.

khu khu no nà mataghem ghendämatr ghotà mathi alyàm ghom.

Mrdanga, Panava and Dardure. Es. ghatamata thi duna ther

jakiti keghin ghon gghendagnona kho kho kha kur kits vakatthi

nanatidi.

rhi hi kiti ghin ghandanam ghonda ghona ghont ghata ghata ghata

ghen gham gh: virini ny ge ham tho tathan ghe.



175 ON COVERED INSTRUMENTS

93. Combination of Karanas are of six kinds. The

wise should use Karanas according to this rule.

Three Yatis

The Yati is the three ways of combining tempo and Pani.

It is of three varieties, such as Raddha, Viddha and

The three tempos are quick, medium and slow.

The three Panis are Sama Pani, Ardha Pâni and Upari

Pani, the three ways of combining the Karanas.
91. When in a performance the Yati is Sama, the

tempo is quick and there is Upari Pani, then it is the Raddha
playing (lit. rule).

95. Similarly when the playing of instruments is

given prominence and there is Upari Pani, Sama Yati and

the medium tempo, then it is called the Raddha playing

96. When the Yati is Srotogata, the tempo is medium
and there is Sama Pani, the playing is called Viddha;

97. The playing of music is called Viddha when in case
characters of superior or middling type, its precedure is

98. When there is Ardha Pani stroke, slow tempo,
and the Gopuccha Yati, it is called Sayyagata playing.

99. When the singing is given prominence and
procedure is Daksine the playing of alyukla (?) instruments is

100. Their standard arises from the slow tempo etc.
In other Panis, Kalas are to be reduced.

101. The Yati, Pani and the tempo in connection
with the playing of instruments, should be observed according
to one's liking, afrer considering the [special] performance
of plays.

The Three Marjanas

and Karmaravi These three Marjanas are known to relate

to notes of Puskaras.

[xxxIII. 93-102

The three Yatis are Sama, Srotogata and Gopuccha.

Bayyagata.

(vadya).

Värtika or Daksina.

called Sayyagata.

102. The three Marjanas are Mayüri, Ardha-mäyüri
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the Vamaka, and Sadja in the Daksina Puskara and

104. Notes in the Ardha-mayuri are Sadja in the .

105. - Notes in the Karmaravi are Rsabha in the

106. On having Marjana in Alingya one should provide
for Nisada whioh is assonant to the notes [mentioned above]
and which is a note of Jatis.

107. The Mayuri Marjanä will be in the Madhyama

Karmäravi in the Gandhãra Grama, and those will include
Over-lapping notes.

108. Notes which include regular Srutis, are fixed.
These relate to the Marjanas, and the remaining ones are
considered transitory (samcari)

109. By the Vamaka and the Urdhvaka, accessory
notes should be produced by their plastering which will give

them slacknessor tenseness. Similar treatment should be
given to the Alingya and the Ankikz.

110. Players (of drums) should by their slackness and
tenseness as weli as piercing (?) of hides, produce notes of

these kinds,

111. This Marjana of the Vamaka and the Urdhvaka

should be done by means of earth. Now listen about the

characteristics of the earth [suitable for this purpose].

112-113. The earth which contains no gravel, sand,

grass and husks of grains, and which does not stick and not

which is white, alkaline, pungent, yellow, black, sour or

bitter, is suitable for plastering, and with it one should make

(103) ¿Kalidasa gives a description of this in Mälavi I. 24.

xxxI. 103-1131 THE NATYASASTRA

103. Notes in the Mayuri Marjanä' are Gändhãra in

Madhyama in the Urdhavaka.

Vamaka Puskara, Rsabha in the Daksina, and Dhaivati in

the Urdhavaka.

Vamaka Puskara, Sadja in the Daksina Puskara and Pañcama
in the Urdhavaka.

Grama, the Ardha-(Mayüri) in the Sadja Gräma, and the

Earth for the Marjanã of Vamaka and Urdhvaka

Marjana.
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114. The blackish earth from a river-bank, which is fine
&fter giving out water, should be used for Marjana.

115-116. When the earth which spreads very much, is
white or black or heavy or unstable or is full of husks, and
the blackish earth not producing desirable notes, are only
available, then one should use wheat flour or barley flour for
this purpose. Sometimes a mixture of wheat flour and
barley flour' is also used.

117. One defect of this (i. e. the mixture) is that it
will create a monotonous sound.

Thus the blackish earth applied for the Marjana, will
produce proper notes.

O the best of Brahmins, I shall now speak of the three

The Guru-sañcaya— in heavy syllables, slow tempo and

The Laghu-sañcaya - light syllables and quick tempo

The Guru-laghu-sancaya-light syllables [with heavy

Three Gatas

118. In the Tattva playing [of drums] there should be

strokes similar to [recognised | syllables, distinctly expressing

words and syllables, conforming to the metre [of songs!, and

well-divided in Karanas.

119.The Anugata playing [of drums], should begin

with the Saina Pani or the Avara Päni, and it should hav

(115-116) 'Wheat flour is still used for the Marjana of drums like

(117) 'Gata was also known as Prakti. See C. 107.

¿It was also called Ghana. See 40 above.

[xxxIII. 114-119

Three Samyogas

Samyogas.
The three Samyogas are Guru-sañcaya, Laghu-sañcaya

and Guru-laghu-sañcaya.

Ogha-pravrtti, o. go gheto ketam candräm khetam duam duam
khelam dhoam doam doam draghetam battam khettam.

8. g. ghata mata mata ghata matthi ghatu ghalu ghatu

ones], quick tempo, o. § ghata vimathi mathitham kitam gha

gamgha mothikam taddham kata thim karastli maghave.

The three Gatas' -T'attva, Anugata, and O)gha.

Pakhoäj.

23
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Karanas produced by distinct strokes, and it should follow

the song.

120.The Anugata playing [of drums] should begin
with Upari Pani and it should not rest on one Karang

[only]; it should have quick tempo; its Karanas should

be Aviddha and it should be used extensively.

Light Conformities

121. All playing of drums should have eight Confor-

122. The playing which follows the metre consisting
of short and long syllables shows Conformity in syllables.

123. The playing which follows the song equally in the
three limbs in its beginning (graha), end (moksa), and in its
Kalãs and Antara Kalas, shows Conformity in limbs.

124. The playing which by its measure of Kalas and
time, equals the body of the song, shows Conformity in Tala.

125. The playing which follows the song equally in
its performance in slow, medium and quick tempos, shows
Conformity of Laya (tempo!.

126. When the playing follows Sama, Srotogata and
Gopuccha Yati of songs, it is an instance of Conformity in

127. The Graha of similar Srutis by stringed, and
covered instruments and flutes along with the songs, is an
instance of Conformity in Graha.

128. Playing of flutes and Vinas in such a way that

the notes in their Nyasa and Apanyasa may agree to that

of the song, is an instance of Conformity in Nyasa and

playing of instruments follow the song, it is an instance of
Conformity in Pani.

Ishall now explain what has been called the Jatis.

XXXIII. 120-129] THE NATYASASTRA

mities (samya). e. g. in syllables, limbs, Tala, tempo, Yati,
Graha, Nyasopanyasa and Pani.

Yati.

Apanyasa.
129. When the Samapani, Avapani and Uparipani

Eighteen Jatis

They are Suddha, Ekarupa, Desanurupa, Desad-apetarupa,
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Vidhuta. I shall describe their characteristies and
examples.

130. The playing [of drums]which consists of

Karanas of one or of two syllables, and which is fit to be

used in all movements (lit. work), is called Suddha.

131. The Jati consisting of kho kho kham kham kham

kham is called Suddha; it is the Jati [for the action] of the
middling and superior women.

132. When one plays separately Gomukha in the

133.The playing which produces syllables of the

Ekarupa; it is to be used in case of songs of male singers.
134.This Jati (i. e. Ekarupa) should be used in case

of all characters while the Dhruva is sung in & slow or quick
tempo, and it may also be used after one has judged [properly]
the place, time and condition [of characters] in case of

135. When all other instruments follow one Karana in
pursuance of the playing of Mydauga, it is called Ekarüpi.

is used in the Erotic Sentiment involving the onjoyment
of love (Smigãra). It should be performed in a slow tempo.

in Desânurupa Jati. It is to be used in the best Erotic
Sentiment of women.

be used in the Pathetic Sentiment.
Ex. Ghedran ghedran ghe gheru are the syllables in the

140-141. When the same set of Karanas played
previously are followed in all three tempos, it is the Parviga

[xxXIII. 130-141

Paryaya, Viskambha, Paryasta, Samrambha, Parsni-samasta,
Duskara-karana, Urdhva-gosthika, Uccitika,• Evan-vadya
Mridanga-panava, Avakirna, Ardhavakima, Samplara and,

Addita, Alipta or Vitasta Marga, it is called Ekaripa.

Audita Märga such as dion shon don ghon gheghen is also

Dhruväs sung in a medium tempo. .

136. The Desanurupa Jati played in the Adita Marga,

137. Mi mathi thamabhu thi kima will be the syllables

135. Desad-apetarupa Jati is played in Vinalia and
Urdhvaka in a quick tempo of Avakrsta Dhruvis. It is to

Desad-apetarupa Jati in playing [drums].

Jati.Ex, ghodan ghidin gudugnou played in the Vamaka and
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Urdhvaka by the left hand should be applied in the Heroic,

Marvellous and Furious Sentiments.

142-143. Two heavy syllables, two light syllables, one

light syllable, three heavy syllables, and a light syllable such

constitute Viskambha Jati. It is to be applied in the

Erotic Sentiment of superior women.

144. Playing of drums n all Märgas with Karanas of

one syllable, and with the Sama Pracãra of hands, is called

145. Paryasta is to used in the case of the quick

(serpents) etc.in the sky, or in torrential rains.
145. Paryasta Jati which should be used n the movo-

ment of slow tempo in the Erotic Sentiment of superior
characters; it should also be used in the case of inferior
characters.

146. Ghen tan ghohnăm should constitute the Sanrambha

Jati to be applied in case of inferior women.117. The Jati which has Karanas of Ardhapani, and
and medium tempo in the beginning, and quick tempo in the

end, is called Samrambha.

148.

Jati should be played on the face of

Märge, and it is to be applied in movements of Erotic and

Comic Sentiments.
149. Parsni-samasta Jati should be played with

with the pressure of the Pärsni. This is to be applied to

the movement of superior male character of calm type, and

150. By striking of all the Mrdangas with the
movement of Svastika hands, one should play the Duskara-

karanã Jati in all their tempos.

151. Duskara-karana Jäti should include syllables like

XXXII. 142-151] THE NATYASASTRA

as sin män ghata ghendra gu du ghen ghen ghama tthi metchap

the Paryasta Jati.

movement of chariots, Vimanas. Vidyadharas, Bhujangas

Fix. Magatham kuyu ihakim.

Parsni-samasta

Urdhvänkika and Daksina by quick strokes in the Vitasta

Karanas tatthim katam mamcchi and dhandrän gudhen gu dhitan,

of the Danavas.

dunà duno duna kimka dhima ghoi ghoten madatthidugakiti ghon.
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152. Duskara-karana Jati should be applied in case of

151. Playing almost violently udhidhrn dhrn in• the

meant for the movement of heavenly characters.

155. The playing which includes all the Margas
connected in an imperceptible chain, is called Uccitika Jäti.

and is to be applied in the natural movement of kings.

157. The Evan-vidya Jati should be played with

syllables of the Gomukhi, and it should have all the strokes
of Mrdanga; and it should be applied in the pantomime of
jugglary by persons with or without disguise, and it should

15.. This should be applied in case of the movement
of dwarfs, confused persons and lame men and those who
have pain in their body and wound in their feet,

160. [The playing of drums] in which there is striking
of the earth in different sections (parva) [of Karanas] is the

161-16%. It includes syllables such as ghrom ghrom lem
tem and this Jäti is to be applied to women's movements.
Avakirna Jati is the playing of Mrdanga with three fold

And when the same is added to the playing of Dardura

164-165. Dardura, Panava and Mrdanga should be

and with light syllables included in the suitable, Märgu, and

[xxxIII. 152-165

movements of Daitya kings, chiefs, Nagas (bhujaga), Raksasas,

Pisacas, Gandharvas, and Guhyakas, etc,

153. Light strokes on tho face of Urdhvaka, Ankika
and Daksina in the Vitasta Märga or striking of Daksinaka
and Vamaka alter beginning with Änkika and Urdhaka
[will constitute Urdhva-gosthika.]

Vitasta Marga will constitute Urdhva-gosthika Jati. It is

156. This Jäti includes syllables like kentakennängaditam

include the syllables like ghentantado tadhita ghen ghen ghalatthi
ghala inghe.

Jati which suits all stages (mañca).

Karanas.

and Panava, it is called Ardhavakirna Jati.
163. This Ardhavakirna Jäti should consist of kentam

hentam kentam played in the Gomukha Marga.

played by halves (?) the manner of the Ardhavakirnt Jäti
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it should consist of syllables like than goda ghendaà sendram.

This called the Samplava Jati.

166. The Samplava Jati produced by using all the
fingers and by all the strokes of Mrdanga, is to be applied to

movement of terrified persons and to any movement of them
in the sky.

167.The Vidhuta Jat produced with various charm-
ing (divya) Karanas and strokes of Mrdangas, is to be applied
in case of natural movement of superior persons.

168. It should consist of syllables like darige gudughin

169. These are the Jatis to be known by the wise for

application in the walk and other movements. Those which

are not mentioned here, should be taken from the people and

with a view to their meaning.

Playing of drums in three Gatas
170. Wise men should play [drum] according to their

rules specially in walks and other movements [of charactera]

desired in the [songs of] seven kinds and the Asarita metre.
172. One who desires unision [of the two] should play

drums with heavy and small number of syllables at the time
of songs [indicating] walks and other movements.

173. Tattva and sometimes Ogha too, should be applied

in case of king, for these are natural to their charmingconditions.
174. Tattva should be applied to the first song,

Anugata to the second and Ogha should be the playing of
drum at the time of walking and other movements.

175. In case of remaining Dhruväs, one should have
various [manner playing drums] according to one's liking.

be of the Anugata kind.

XXXIII. 166-175] THE NATYASASTRA

titthi klama totthi kanam kukram.

in the ten'kinds of play (dasarupa).
171. Tattve, Anugata and Ogha playing [of druns] is

Playing of drums in Dhruvãs

In case of the Sthitarakrsta Dhruva the playing should
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the playing should have all the three tempos (laya).

177. The Prasadiki Dhruva should have quick tempo,

and Dhruvas [in general] will be of five types. This will be

the playing Lof drums] in the Prakaranas.
178. Experts should observe through playing of drums

the Matras and divisions in the pada of Dhruväs at the time

of walking and other movements.
179. The producers should thus apply the playing [of

druns] at the time of walking and other movements.
How to begin the playing of drums

I shall now speak of the manner of beginning the play-
ing of drums.

180. According to some this should begin with Samya
and lala, and according to others with the middle finger; some

say that it should begin with the empty space (akasa) and

others with the fore-finger.

180-181. The Samya will always be the Graha in the

the Graha will be Tala, and in the Alingya it [the Graha] will

always by the fore-finger.

182-183. In the exit (niskruma) the Graha may also

be from Akasa. The Asarita songs will always have the

Samya Graha and the two Talas growing from the limbs of

*will have the fore-finger as its

Graha. And the Graha of the Sirsaka will be by the fore-finger.

18t. The Graha of the Natkuta and the Addita as

well as of Präsadiki will be Sannipata, and it will consist of

[divisions of] one Kala.
185. The Akasa Graha consists of four divisions of

two Kalas. Its songs will be composed of limbs suiting it

in due order.

186. These are the Grahas relating to the drums (lit.

instruments), to be known by the wise. I shall next speak of

the playing of these in dances of energetic and of delicate

types.

[xxxIII. 176-186

176. In ase of the Prävesiki Dhruva [the playing]

should be Anugata. In the Naiskramiki and Antara Dhruva

Daksina drum, and in the Vama and the Urdhvaka [drum]

Dhruvas, and * * *



187. One Parivarta (performance) of the song should be

without any accompaniment of instruments. At the end of
this the Graha should be the Sannipata in playing instrument.

188. Or, for the embellishment of dances there should
be change of limbs [of the performance]. And the change of
the tempo of the song should be made.

189. When a limb [of the performance] requires the

use of gestures, there should be no playing of music (i.e.

drum). But when there is dance consisting of Angaharas

then there should be music [to accompany it].

190. When due to the manner of its performance a
limb is repeated again and again, then first it should be
accompanied by gestures, and finally it should be connected
with dance.

191. The playing of drums (lit. instruments) should
be similar in metre to that of the songs. The movement of

limbs should be made in conformity to the measures of songs

and of instrumental music.

192. The playing Lof drume in the Mukha and Upava-
hana (= Upohana) should consist of heavy syllables along
with light ones, and this should be loud (prakrsta) in [the
production of such syllables (varna).

193. The playing of drums along with songs in a slow
tempo should be by mild strokes, with that in a medium

tempo with strokes sufficient to produce the syllables (lit.

equal to syllables) and in all these the Uparipani should be

observed.

194. In the Class Dance (tandava), the playing [of

drums] by those who know [properly] about the tempo, should

distinct (sphuta), produced by simple (lit. pure) strokes and

accompanying the [various] limbs of the performance (lit.

dance).

190. In performances including dance, the T'attva
followed by Anugata should be played in drums, while in
performances without any dance, the Tattva should be followed

XXXIII. 187-195] THE NATYASASTRA 18t

be harmonious (sama), pleasing (rakta), divided [into Kalãs],

by Ogha. ,
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196. [The drum] should be played [on these occasions]
in slow, medium or quick tempo as in the case of a song, and
the same should ba the method [of playing drums] in the
performance of Padas and dance with Angahãras.

197. Rules regarding Padas and syllables which apply

in case of songs and playing of instruments, should be

observed in dance with Agahãrasin connection with
dramatic performances.

Twenty Prakãras and their application

198. These are the eighteen Jatis relating to drums.

I shall now speak of Prakaras connected with them. Now the

199. The playing which is performed with various
Karanas' such as Nirvartita ete., by many kinds of hands,
and which has the three tempos and the three Panis, is called

Citra.

200. Dardara, Panava

various Karanas, and this playing combined with Tala, limbs

and flutes is called Sama.
201. When the playing is not very broad in position,

and it observes equally syllables, Pani and tempo in its

divided Karanas, it is Vibhakta.
202. The playing [of drums] in a quick tempo suddenly

stopping when all other instruments are separately played,

is called Chinna

203. The playing in which the Mrdangas are taken up
with Avapani and the Panara with Upari Pani, is called

204. When Panavas are played with the Karanas usen

the playing is called Viddha.

(204) *This term does not appear elsewhere,

24

[xxxiI. 196-204

Prakãras are Citra, Sama, Vibhakta, Chinna, Chinnaviddha,

[Viddha], Anuviddha, Starupanugata,• Anusrta, [Anusrta-

vicyuta], Durga, Avakirna, Ardhavakima, Elarupa, Pariksipta,
Sacikrta, Sama-lekha, Citra-lokho, Sarva-samavaya and Drdha.

and Mrdaniga aro played with

Chinna-viddha.

for Mrdangas, and such Karanas are the various Súci-vedhas',

(199) "See 92 nbove.
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205. The playing which is iniermixed with Viddha and

is seen in connection with all the instruments, is called

Anuviddha, because of the mutual Anuvedha'.

206. When the playing has a simple nature and is

done by Sama Pani, and follows its own [ixed] pattern, it is

207. When the Panava follows the Muraja, and
the Dardara follows the Panava, the playing is called

208. When after following these instruments, they

attain the same tempo and are heard simultaneously with
these, it is called Anusrta.

209. When the playing of a drum following another
instrument in its own Jati, passes into another Jati, it is

210. The playing which being irregular in its move-
ment, develops all the Margas' and is done with undivided
syllables, is called Durga.

211. When Mrdangas are played together with Panavas
in many and various Karanas,the playing is called

When a Panava or a Dardara is played in quick

tempo and with Avapäni, the playing is called Ardhâva-

213. When the playing of all the instruments follow

one Karana, it is called Ekarupa.

214. When the playing in a low sound of Mrdanga
with undivided syllables, is covered with that of Panava,

it is called Pariksipta.

215. When various Karanas are played in one instru-

ment to follow a dance with Aigaharas, it is called Sacikrta.

216. When a Panava and a Muraja after being played

first, take up (lit. looks up) the Murajas, the playing is called

217. When different instruments with Mrdanga and

xxxII. 205-217) THE NATYASASTRA

called Svarupa.

Svarupânugata.

called Anusrta-vicyuta.

Avakirna.

kirna.

Samullekha.

(215) The aparate is not quite clear,
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Panava eto. are played together in various ways, then it is

218. The playing which follows all the Margas, adopts
all the Panis and Layas, is various, and is well-divided

219. The playing which is in a medium tempo, har-
monious, and has clearly produced syllables and is fit to
accompany movements, is called Draha.

220. These different Prakaras of the playing of drums,

should be taken up to follow movements and songs, after

considering the Sentiments and the States involved.

221. Prakãras and Jatis apply to all Margas. But in
movements they are to be in their pure forms.

Seating of the Musicians

I shall now speak about their application. [The

members of] the Orchestra (kutapa) should be seated on the

stage with their face to the east. The Orchestra should be

placed between the two doors of the tiring roon mentioned

before. The player of a Muraja (Mrdanga) should face the
stage; to his right should sit tho player of a Panava, and to
his left the player of a Dardara. Here the Orchestra relates
first to the players of covered instruments. Among them

a male singer will face the north, to his left will be the Vina-

player and to his right the two flute-players. And a femalo

singer will face the male singer. So much about the seating

the Orchestra.

The Tri-Sama

Now, the players of the Mrdatiga, Panava and Dardara,

male and female singers, players of flute and Vinä being

seated, and strings of stringed instruments being tightened,

controlled and sounded with relation to proper Grima, Raga

and Murchana, and the Mydanga being struck in quick succes-

their hands on the best Dardaras; should first of all observe

the ceremony of the Tri-Sama for the purpose of welcom-

ing the gods and bidding them farewell.

[xxx11. 218-221

called Citralekha.

[in their syllables], is called Sarva-samavaye.

sion by pressed (nipidita), arrested (nigrhita) half-arrester

(ardha-nigrhita), and free (mukta) strokes, the players placing
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By means of the first Saman arising from the mouth

of Brahman who creates, stabilizes and destroys all the living

and non-living objects', he (i e. the singer) pleases very much

the moon on the left, the serpents on the right, and the

creatures of water who are between these two.

By the second Saman he pleases the Munis (sages) and

by the wide and great third Saman the gods [in generall.

222. As one thus pleases in due order the gods [by

the three Samans], so the wise are to know them as the

223. As one thus takes shelter with Brahman, Kesava

and Siva, so it is called the Tri-sama by the sages.

224. As [the syllable] Om is pronounced in the
beginning of the four Vedas, so the Tri-sama is sung [in the

beginning of all the songs.

225. This Tri-sama is to observe three Prakaras, three

tempos, the Addita Marga, and a division of six or three

Kalãs [in its accompaniment by drums].

220, Its syllables should be of three kinds including
heavy and light ones, and its a (= a and u), and m should be

uttered thrice with the triads.

At the end of this (i.o. Trisama), after following the

procedure of the Preliminaries, one should performthe
Bahir-gitas in three tempos with the drumming which will
follow the song in its metre and syllables. At the application
of the Asarita song, one should perform the drumming of the

Pratyahâra etc. have reached their end, then the drumming

is to begin. There one should first of all play all the drums

in the following order : the Vamake and Urdhvaka should be

struck first, then the Alingyaka with the Gopuccha Yati, and

playing of the Vipañci should be performed afterwards. [If

you ask] why, [the answer is] that the drums played first will

give rise to Success.

(221) 'Description of Brahman possessing himself all the separate

functions of the Hindu Trinity, is probably to be met with in no other

• work.

XXXII. 222-226] THE NATYASASTRA

Trisâma.

Tattva and Anugata Prakrti. When alter the Trisama the
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The Performance uf the Dhruva is first indicated by

drums. Then proceeds in the auditorium full of women

and common people, the music which is capable of creating

their interest.

Ditferent Tastes of Listeners

227. Masters [of the musical art] liko a harmonius

closure (sama), the scholars distinct [enunciation of] words

(pada) of the song, the women a sweetness [of voice in

singers] and the rost [of the audience] a full-throated singing

(lit. crying aloud).

Variety of Drumming to suit Occasions

At the conclusion of this [playing of drums], the
experts in the Mrdaiga should produce in their instrunents,
mostly by the touch uf their fingers, a music which will

consist uf a collection of light l'arnas, and which will rolato

to the lancava, at the time of female dancer's appearance

Lon the stage]. The songrelating to the appearance of the

famale dancer baing finishod, the Sannipätas should be taken

up. [In connection with then] a music relatod lo the
Karanas conforming to the Aúghãras of the Lásya danco,
should ba combined with the Karana Dhatu. Hence thore
is the saying samam raktam.

Next, at the start of the performance music should be
played in relation to the Karana of the Álipta Marga. It

should be performed by striking the Vamaka and the

Urdhvaka, and will be as follows ; dhe mati dhan mathà dhen

dhiti tit sam kram kram khoka ne devyam kentàm kit ghen.

The change after these two [kinds of playing] will be to

that of pure Jati in the four Margas consisting of kho kho năm
kho kho năm kho kho khonà

After their stoppage there should be kho kho do kho kha
ke năm gha gha gha tàgham in setting the veuter foot'. Just as
there should be playing of kondukhon at the time of entering
of the Caturthakara? This should be played mostly by running
fingers [on the drums].

(227) 'See V. 99-100. ¿See V. 101-104.

[xxxII. 22%
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In the Utthapana of the Vastu and in the Apakrstä

Cari there, the playing should begin with gheghentäm ghen no

In the Suskapakrsta Dhruva of the Nandi, the playing

should be in the Pratisuska Karana and should have Tho gho

tho khe kha ghogheghen nadabhyan khoddho kutàm kha khe khena kasu
guka ghen nokhi khen tàn khen năm kiti kiti ghaghen ghe katuka
ghudu kamla voläkho kho kho kho vaghnu tetàm mālim nammām kiti
vatthi.

One should take to Sannipata of the Additä Märga,
when the Cari accompanying the recitation of the Jarjara-

sloka", is periorined during the ceremonies of the Rangadvara".

And in the Mahacãri' [connected with this] there should be

playing of drus in the Vitasta Märga, and the Graha therein

should be by the forefinger. Similarly during the Preli-

minaries an extraordinary playing of drums suited to Tandava

(Class dance) has beeu recommended, and it should have

Sannipata Graha and should be played by the leit hand [with

the following syllables] : hho kho năm do do dokah mokah dahena

nătha tho no gho gha tamata thigham gho gho katha kata pham kho
khokhita kata katäm ghata kamatthi gho gho milhi năm kuti kinăm
khakavalam.

Next an example of playing of the Alipta Märga should

be given.

The playing in the Vitasta Märga should have its

Graha with the forefinger : It is as follows : nana kho ka

nano madhunăm kho tho mathi takitam tavităm kinti kităm kiti
kinto kho kho matità matthi tramati tikiti kentăm drentàm nata
kentàm taghitandrăm kintăm dràm drantăm kinnăm kinnăm kentüm
mudräm ghren ghien klen ghram ghram drägrăm ghadre drăm
ghendräm ghendräm ghane klen,

From the time of tossing the curtain, there should be

the playing of drums, during the Caturasra Preliminaries, for

the success of the performance. In the Tryasra Preli-

?See V. 118-119.

*See V. 116-118.
*Sce V. I27ff.

*xxII.]

ghakhanadonăm gho ghagheghaghe.
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minaries there should be the same playingwithout any
interval of time.'

I shall also give directions about the playing of drums

suitable at the time of walking and other movements of the

Dhiraprasanta, in different plays liko Nataka.

During the movements of gods, the playing should

include bram, dhram dhram dhradram. During that of kings

it should have ghemtam, and in case of middling men the

playing should include dhram klam dhat ghen ghet titthi duna,

Now I shall speak about the playing of drums in the

228. At that time, steps [of dance] should conform to

rhythm consisting of three Kalás, two Kalãs or of one Kala.

And the song should conform to drums.Now I shall speak

of the playing of drums in different conditions [of characters
in a playl. In their quick walking, tho playing should
include vam vam ghe ghe tam, and it should be performed by
the unequal strokes by fingers. These have been written
properly while discussing the . movement of fingers.
Again I shall describe the rules regarding the playing
of drums.

229. In walking and other movements the experts

should provide for playing of drums with Talas' of three or

four Kalas, after considering the tempo and manner of

walking [of characters concerned].

230. In the playing of drums there should be no pause

of one Kala or of two Kalãs between the Dhruvas. Hence

the movements should be in unision with the playing of

drums and not with the songs.

231. In quick walking, the Pata [of Tala] should be

as described in case of walking and other movements. Strokes
like ahran dhran ghen ghen should mostly be made in this
playing.

•See above V. 148ff.

*See above XXXI, on Talas.

[xxxIII. 228-231

four Heroes' Dhirodâtta, Dhiroddhata, Dhiralalita and

kili dràm năm năm dhradrăm.

Sthita [Dhruval.

(229)

*See XXXIV 18-20.
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232. In case of movements of boats, ohariots and aerial

cars, birds, moving heavenly bodies, the playing of drums

should be by running the fingers [on the face of drums] or by

striking in the Catuska by the two hands alternatively.

In case of sorrow, suffering illness, curse, death of dear

ones, loss of wealth, killing, imprisonment, vow, austerity

and fasting ete, the playing drums in Utthapana should

be according to the Alipta Marga mentioned before.

In cass of walking of Daityas, Danavas, Yaksas,
Raksasas and Grahas the playing of drums should include
Karanas such as din hen khada together with gha in in tanta

In case of dancing movements the playing of drums
should include ghetam katakam.

In case of walking of Yatis, Munis, Pasupatas and
Sakyas the playing of drums should include do kho duitvikhi

And in the walking of old Srotriyas, Kañcukins and cor-
pulent persons, the playing should include dhram dhrom dhram

In case of moveinonts of elephants, horses,asses,
camels chariots and aerial cars, the playing should include

In case of superior, middling and inferior men, the

playing of drums should be performed after a consideration

of Sentiments and States in this world.

So much about the playing of drums in case of males.

I shall now. describe that in case of females. The playing

in case of superior females who are goddesses, will include

mostly vamgali kipi ahmeta prathi ghe. And in case of queens

it should include mostly kathi kathi mathi do do khu khu. In

case of Brahmin women it should have cam kitti, kitthi ghata

mata thi ghe. In case of middling women who are courtezans,
female artisans and actresses, the playing should include gha
khu khu ghikita matthi kina tonàm gho. For inferior women the
playing should inolude marathi kule kedu khukhi khi mostly. So
much in brief about the playing in case of females.

XXXIII. 232] THE NATYASASTRA

tetodram.

duguroo klanado dhanti kitiki.

dron dhin dronăm kho kho nã.

vamkili,
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In their special conditions, playing in similar conditions

of males, should be performed. And from these the general

Vibhavas like fear, suffering, sorrow, anger etc. arise. Here

also, there should be playing of drums in proper Margas
whioh relate to Sentiments and States.

233. Moreover a person who plays drums after observing
proper Jati, Marga and Prakara in suitable Karanas and

syllables, is the best player.

Now the interval-playings are Anuvaddha, Vipraharika

Es. of the Anuvaddha playing is kho khe ne the ghe.

Praharita (= Vipraharita) at the conclusion or playing

Siddhi [grahana] also.

234. Siddhi [grahana] should be played at the acquisi-

tion of wealth, forgetfulness, fatigue and at the tightening

of clothes and ornaments.

This is Siddhi should take to proper Margas, and include
Citra Karanas and consist of five or six Kalās.

It should also be played
235. At the stopping of recitatives, at the pause coming

in the wake of doing anything, at the falling of clothes or
ornaments or in controlling the crown or the headgear,

The playing after the beginning of the Dhruva, should
be clear and should relate to all the druns and should include

In case of superior females there should be a plying

in the Addita Marga, which is to include na năm kho khe nannăm

In case of inferior females there should be playing suited to

vinnam. In other conditions these should be reduced by a half.

Now about the playing of drums in the Präsadiki and

The playing in the Prasadiki [Dhruva] should be with
Sama Pani and is to be divided into Karanas. While this
is in & quick tempo the playing should be with the Upari Pani
in the Citra Karana.

25

[xxxIlI. 233-235

Siddhi-grahana and Paricchinna.

is dhrăm dram kho kho.

dhum dhum dhum lka in the Vitasta Marga.

Khanja Natkuta Dhruva, and should include sam ke te kiti

Prävesiki, Äksepiki and Ávakrsta [Dhruvas].
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236. Thus there should be playing of drums in walking

and other movements at the time of Prasadiki and Antara

237. As a change, one song without any playing of

drums should be sung, and at the end of the Sannipata, the

drums should be taken up for playing.

In the quick and slow tempos there should be strokes

238. The playing which is performed at the time of

excess of hurry or joy or surprise, excitement or sorrow or at

the time of receiving & gift, is called Udghatya.

Now I shall speak of the closure (lit. release) [of playing].

It is of two kinds: Samhanana and Samsarana. Now closure

at the Uddhata' and the quiek Anubandha, should include

Nowthe closure of the Khanja-Natkuta; it should

The closure of the same in the slow tempo should

closure of the same in the slow tempo should include ghalatam

239. These are the beginning and the closure of

and Antarã classes.

The player of drums should strive in this way with a

knowledge of the Tala, time and the notes.

On this there are the following couplets :

"This has not been explained before,

XxxI. 236-239] THE NATYASASTRA

And in the Sthita (slow) tempo

In the Avakysta Dhruva in the Addita Marga there
should be Ardha-sannipata.

Dhruvas.

ta sa sa. In the Addita Dhruvana de de de de de kho kho kha

and in the Khanja and Natkuta Dhruvas na nanna vu vu nà nà

kho nã nnà de de de de kho kho kho kha.

Now the Udghatya [playing].

ghettäm kikiti datta kettikim godo ghaghe do gha le gho ghe yado.

include dham drăm dham dräm takitäm takitam gududhe.

include dhe dham dhe a matadhe ghe chimatam kantachi matachi

harmäka didhiti

The closure of the Addita Dhruva is kinta kintăm. The

In the Avakrsta it should be vavola.

Dhruvas of Niskrâma (exit), Pravesa (entrance), Äksepiki

(238)
a foid,
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Faults of a Drummer

240. The wise say that a player of drums, who does

not know about the Tala, [proper] occasion and the Sastra

about it, is merely 'a striker of hides' (carma-ghataka).

241. The producer should apply the playing of drums

according to these rules. Next I shall speak about the

characteristios of drums.

Characteristics of Drums

242. Three are the shapes of Mrduigas. In shape

they are like myrobalan, barley and cow's tail.

213. The Aiki or Aúkika is like a myrobalan, and the

Urdhvaka is like a barley, and the Alingya resemblo's & cow's

tail.

244. The Mrdanga and the Aikike should be three

Talas' and a half long, and their face should be twelve fingers

215. And the Urdhvaka should be four Talas long and
its face should be fourteen fingers [in dianetre].

246. T'ho Älingya should be made three Talas long
and its face eight fingers [in diametrel.

247. The Panava should be mado sixteen fingers long
and its middle should be thin, and faces should be eight and
five fingers [in diametre].

248. Its Lips (i.o. rins) should be made half of a finger
[in thickness], and its middle should be hollow and four

249-250. The Dardara should be like a bell sixteen

fingers [in diametre]. Its face should be that of Ghata and

should be twelve fingers [in diametre], and have a fat lip on

all sides.

Characteristics of the best Hides

250-251. Next I shall speak of the best characteristics

of hides. These should not be old, torn, pecked by crows,

covered with the least fat, soiled by smoke or fire.

(244) 'For the measurement of Tala see the note on fIl, 21.

[xxx11. 240-251

[in diametre].

fingers [in diametre].
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252-253. Cow's hide which is free from these six
blemishes, and the face of which is like blossoms in colour,

or is white like snow or Kunda flowers, and glossy and free

from flesh and is fresh, is good.

253-254. After procuring such hides with hairs on

them, an intelligent person should soak them in water for a

night and then take them out.

On the making of Drums

254-255. Then one should bind and fix to drums the

small round cuttings (candraka) of this, after rubbing these well

with cleansed cowdungs.

255-256. In these round cuttings (fixed to drums] one

should make Puspavarta of three layers (trivarli), and a

One should make three hundred aksaras by drums.

257. (This couplet is corrupt and untranslatable).

Applying Rohana to Drums

258-259. This rule is applicable to all the Ankikas.

But one should not apply to Mriangas, a Rohana consisting

of sesamum paste mixed with cow's ghee and oil.

Ceremony of Installing Drums

259-260. After binding the Ankika, Alingya and
Urdhvaka [with strings] in this manner, these should be

placed on the ground after worshipping the gods.

260-263. Under the asterism of Citrä or Hasta during

an auspicious day of the Suklapaksa, a well-born master of

[dramatic arts] who is free from passions, is an expert in

playing solid instruments, and who knows the theory of

songs, has & sweet temper, has his sense-organs under
control, has fasted and cut his hairs short, and has worn

white clothes, and has taken strong vow, should make three

Mandalas' with cowdung free from bad smell, and assign these

(255-256) *The terms used here are not clear.

(260-263} ' Mandala= circular space.

XXXII. 252-263] THE NATYASASTRA

Parikara named Kaksà, and a Svastika in its neck (griva).'

three to Brahman, Sailkara (Siva) and Visnu.
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263-264. First of all he should place the Alingya in

the Mandala of Brahman, and the Urdhvaka should be placed
in the second Mandala named after Rudra. And the
Utsangika (Ankika) should be put across the Mandala of

265. To the Alingya he should inake an offering

consisting of honey mixed with Payasa accompanied byvarious kinds of flower.
266-267. To the Ankika an offering of Apúpa and

Locika should be given. And next should be made all the
offerings, to the Urdhvaka in a Svastika together with Locika,

267-268. This offering should be decorated wilh
Dhustura, Karavira and other flowers, and the offering
should also be carefully made of blood together with red

268-269. To the Aikika which is on the Vaisnava
Mandala surrounded by all the Bija[nantra], one should place
an offering together with garlands, clothes and unguents of
yellow colour, and Payasa and. Caru of various kinds.

269-270. After making the Brahmins utter Svasti on
paying them Daksina previously, and after worshipping tho
Gandharvas [one should play drums].

270-271. Then the Panava should be bound on all sides
with well-prepared strings. And then the Puskarikas should

be coveredwith hide.
Dardura are to be made.

272-274. I shall [now] speak of the gods of these

said to be gods of Murajas (drums). Mrdaigas are so called

because of being made of mrt (earth), and they are called

so called because they are placed in an upright position
(urdhuakarana), and they are called todya because of relating

274-275. Rules of Bhandas have been given. Now the
rules of Panava are being described. 'Daru' in so chiled

[xxXIII. 263-275

Visnu.

Apüpa, Pinda and Kendarika (?).

cloch.

In this way Mrdangas, Panavas and

[instruments]. Vajreksana, Sankukarna and Mahagramani are

Bhãndas because they bhramayati (move about) Murajas are

to todana (striking).
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because of darayati (one splits it up). And from the same

Dardara originates.

275-276. After seeing that the Mydangas, Panavas and

Dardars have been made, the great sage [Svätil brought

about a similarity of their notes with those of clouds.
276-279. The high sounding cloud named Vidyujjihva

gave note to Vama[ka], the great cloud named Airavana to
Urdhvaka, the rain-cloud named Tadit to Alingya, the

and (the cloud named) Nandi to the drum named Alingya

279-280. Those who want Success [of performances]

should make to these clouds, offerings which are dear to

After worshipping these gods one should produce a

dramatic spectacle (preks) in the stage.

The Mrdanga should be placed in a heap of dried

281-282. One' should then perform the regular Santi

rites with the Atodyas and Panavas brought out by the dancer.
282-283. In the performance of the ten kinds of play

(dasarupa) four Panavas should be used, and a similar number
of Atodyas are also to be played in different situations [in
those plays).

283-284. The Mrdanga, Panava and Dardare are to be
played in the Nataka, Prakarana, Vithi, Bhana and Dima.

These are the characteristics of Mrdangas that should
be known by wise [producers].

Characteristics of Upahastas

285-286. I shall now speak of characteristics of

286-287. The movement of the forefinger and the
thumb of the two hands by letting them fall one after another

is called Kartari.

(281-282)"The preceding verse is corrupt.

XxXI. 275-287] THE NATYASASTRA

Puskara cloud to the Daksina, and Kokila to the Vama[ka]

and the cloud name Siddhi to Änkika and Pingala to Älingya.

spirits (bhuta).

cowdung.

Upahastas. These are five viz. Kartari, Samahasta, Hasta-

pãni, Vartana and Dandahasta.
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287-288. The serial falling in the same Tala of the
two halves of the two palms [on the face of the drum] is
called Samahasta.

288-289. The clear falling of the back [of the palm]
and the fingers of the left hand, and the falling once of the
right [palm], is called Panitraya.

289-290. The four [strokes] when the right hand falls
first and the left hand afterwards, are called Vartand, because
they occur by turns.

290-291. When one taking with strikes by the right
hand after beginning the stroke with the left hand, the serial
strokes are called Danahasta.

291-292. The four qualities of all these hands are
eleganco, swiftness, variety and firmness. These are what
I had to say about the characteristics of hands.

Characteristics of Good Drummers

263-291. I shall next speak of the characteristics of a
[good] player of drums. He who is an expert in songs, playing
of instruments, Kala, tempo, "and who knows how to begin a

song, to bring it to a finish, and has a mimble hand [in

playing] and knows about the various Panis, und [general]
rules of the Success, and is an expert in singing Ihruvas, and
who practisos Kalas, and has a pleasing hand [in playing
instruments], power of concentration, and who can produce

pleasing Marjana and is strong lin body], and regular in his
physical and intellectual habits, and is an accomplished
[artist], is called the best player [of drums].

Qualities of a good player of the Mrdaiga

295-296. One who knows how to give proper plastering
to drums and has undergone laborious training in the four
Margas, has earned success of all kinds, has no delect of limbs,
has practised all the Karanas well, and knows songs in the
Same (?) and knows many kinds of Grahas and knows how

to perform good music, is called a good player of the Mrdança,

because of his various qualities [mentioned abovel. •
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Qualities of a good player of the Pazava

297. He who is unerring, expert in the use of hands

and in observing time and in covering faults of performance,

and well-practised in playing Karanas, is an expert player of

Panava due to the qualities [mentioned].

298. The player of the Dardara, who is firm, clever [in
his art], swift, nimble, knows all the rules of playing and
knows to play other instruments as well, is praised [by all.

General Rules of Drumming

299. After observing the performance of all kinds of

plays, the playing of drums has been described after consider-

ing the taste of all men. That which has not been mentioned

should be devised by good [producers] alter considering the

Marga and the Jati [of songs].

Qualities of the Mydanga
300. The playings of Mrdangas in which strokes are

distinet, clear, well-divided, loud though controlled, and
adherea to the palm, and includes the three Marjanas, and
is full of combination of pleasing notes, is mentioned
for its quality.

Indispensability of Drums in a Performance

301. One should first of all bestow care on the playing
[of drums]. For this playing has been called the basis (lit.
bed) of the dramatic performance. This playing and the
songs being well-performed the production of plays do not run
any risk.

which treats of Covered Instruments.

THE NATYASASTRA

Here ends the Chapter XXXIII of Bharata's Natyasastra,



TYPES OF CHARACTER

1. I shall next speak of the salient features of

characters, and of all the four kinds of Heroes in their
essential aspect.

Three Types of Character in a Play

2-3. Characters male and female [in a playl, arein general of three types: superior, middling and inferior.

A Superior Male Character

3-4. [A man] who has controlled his senses, is wiso,

skilled' in various arts and crafts (silpa), honest, expert in

enjoyment, brings consolation to the poor, is versed in

different Sastras, grave, liberal, patient and munificent, is to

be known as a 'superior' (uttama) [male]' character.

A Middling Male Character

1-5. [A man] who is an expert in the mannors of

peoplo, proficient' in arts and crafts as well as in Sastras,

(3-4) 'See note 1 on 4-5 below.

¿The text here is corrupt, The reading bhogadaksa

is suggested on the assumption that a superior male character

controlling his senses should not invariably be an ascetic, and hic

should be disposed to enjoy life legitimately.

3 As female characters have been treated of below, this and the

two following passages relate to male characters.

(15) 'If should be noticed that a superior male character

should be skilled iu varions arts and crafts, while a middling male

character should be proficient in these. The purpose of this distinc-

tiou seems to be significant. A superior character should have

knowledge of arts and crafts as an accomplishment, while the middl-

ing character should be capable of making a professional use of

these for earning a livelihood. Samvahaka (Mrcch. Il) who is a

middling character, seems to support this view. About his practis-

ing massage, he says: Madam, I learnt it as an art. It has now

CHAPTER THIRTYFOUR

become my profession (ajjae kaleti sikkhida, ajivia danim samoulta).

• 26
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has wisdom, sweetness [of manners], is to be known as &

"middling' (madhyama) [male] character.

Inferior Male Characters

6-9. [Men] who are harsh in words, ill-mannered, low-

spirited, criminally disposed,' irascible and violent, can kill

friends, can kill anyone by torturing, are prone to engage him-

self in useless things, speak very little, are mean, haughty

in words, ungrateful, indolent, expert in insulting honoured

persons, covetous of women, fond of quarrel, treacherous, doers

of evil deeds, stealers of others' properties, are to be known

as 'inferior' (adhama) [male] characters. These are the three

classes of male character according to their nature.

A Superior Female Character

10-12. I shall now speak in due order of female
characters. A woman who has a tender nature, is not fickle,

speaks smilingly, is free from cruelty, attentive to words of

her superiors, bashful, good-mannered, has natural beauty,
nobility and such other qualities, and is grave and patient,
is to be known as a 'superior' [female] character.

A Middling Female Character

12-13. A woman who does not possess these qualities

to a great extent and always, and has some faults mixed

with them, is to be known as & 'middling' [female] character.

An Inferior Female Character

13-14. An 'inferior' female character is to be known
in brief from an inferior male character.

A Character of Mixed Nature
14-16. Maid servants and the like are characters

of mixed nature. A hermaphrodite is also a mixed character,
but of the inferior kind. O the best of Brahmins, the
Sakãra' and the Vita' and others [like them] in & drama, are

also to be known as characters of mixed nature.

xXXIv. 6-16] THE NATYASASTRA

(6-9) "Salyabuddhika.
(14-16) 'See XXXV, 78

"Citraghätaka.

2 See XXXV. 77.
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So much about the characters which may be male,
female or hermaphrodite.

Four Classes of Hero

17-18. I shall now describe their classes according to

their conduct. Among these, Heroes (nayaka) are known to

be of four classes, and they belong to the superior and the

middling types and have various characteristics.

18-19. The Hero is described as being of four kinds : tho

self-controlled and vehement (dhiroddhata), the solf-controlled

and light-hearted (dhiralalita), the self-controlled and exalted

19-21. Gods are self-controlled and vehement, kings

are self-controlled and light-hearted, ministers are self-

controlled and exalted, and Brahmins and morchants are

self-controlled and calm Heroes.

The Four Classes of Jesters

21-22. To these again bolong the four classes of

Jesters. They are Sannyäsins, Brahmins, other twice-born

castes and disciples, in cases respactively of gods, kings,

These should be friends during [the Feroo's] separation

(trom the beloved one], and experts in conversation.

The Hero

23. In case of many male characters in a play, oue

who being in misfortune or distress, ultimately attains oleva-

tion, is called the Hero.

21. And when there are more than one of suck

description, one whose misfortune and elevation are promi-

nent, should be called the Hero.

Four Classes of Heroine

25-27. These [four] are always Heroos in dramatic

works (lit. poetical compositions). I shall now speak of

Heroines who (also] are of four classes: a goddess, a queen, a

(21-22) The text here has been emended with the help of the

ExxxIv. 17-27

(dhirodatta) and self-controlled and calm (dhiraprasanta).

ministers (amatya) and Brahmins.'

ND. (168b).See also BhP. (pp. 281-282).
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woman of high family, and & courtezan.These according
to their characteristics, are of various kinds, such as self-

27-28.Goddesses and king's women possess all these

qualities. Women of high family, are exalted and modest,

while a courtezan and a crafts-woman may be exalted and

light-hearted.

Two Classes of Employment for Characters

29-30. The characters lin a playi have two kinds of

of employment: external (bahya) and internal (abhayantara).

I shall now speak of their characteristics.

[The character] which has dealings with the king, is

an internal employee, and one who has dealings with the

[people] outside, is an external employee.

Female Inmates of the Harem

31-34. I shall now describe the classes and functions

of women' who have dealings with the king. They are the

chief queen (mahadevi), other queens (devi), other highborn

maide in constant attendance (anucarika), maids of special

• The Chief Queen
35-37. The chief queen is one who has been conse-

crated on her head, is of high birth and character, possessed
(31-31) 'This gives us a very good glimpse of the royal harem

in ancient India.

*This passage shows that a king in ancient India, had a large

number of wives. According 10 a Ceylon tradition, the king

(being at the head of the sixteen wives).

xxXIV. 27-37] THE NATYASASTRA

controlled (dhirä), light-hearted (lalita), exalted (udatta) and

modest (nibhrta).

wives (suamini), ordinary wivos (stayini),' concubines (bhogini),

craftswomen (silpakärini), actresses (nalakiya),' dancers (nartaki),

work (paricarika), maids in constant movement (sancarika),

maids for running errands (presana-carika), Mahattaris

(matrons), Pratihãris (ushers) and maidens (kumari) and

Sthaviras (old dames) and Ayuktikãs (female overseers).

Bindusãra had sixteen wives. In Svapna. (VI. 9) Udayana refers

to his mother-in-law Mahasena's chief queeu as sodasantahpurajyestha

Cf. Pali napakitths.
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of accomplishments, advanced in age, indifferent [to her

rivals]', free from anger and malice, and who [fully] under-

stands the king's character, shares equally his joys and

sorrows, is always engaged in propitiatory rites for the good

of the [royal] husband, and is calin, affectionate, patient, and

benevolent to the inmates of the harem

Other Queens

38-39. Those [wives of the king] who have all these

qualities except that they are denied proper consecration,
and who are proud and of royal descent, are eager for enjoy-
ing affection, are pure and always brilliantly dressed,
jealous of their rivals,' and maddened on account of their
young age and [many other] qualities, are called queens

Other Highborn Wives

40-41. Daughters of generals, or ministers or of other

employees when they (i.. their daughters) are elovated

by the king through bestowal of affection and honour, and

become his favourite due to good manners and physical
charm, and attain importance through their own merits, are

42-43. Ordinary wives of a king are those who have

physical charm and young age, is violent [in sexual acts],

full of amorous gestures and movements, expert in the

enjoyment of love, jealous of rivals, [always] alert and ready

[to aot], free from indolence and cruelty, and capable of

showing honours to person according to their status.

Concubines

44-45. Concubines of the king are women who are

honest (daksa) and clear [in their dealings], exalted, always

brilliant with their scents and garlands, and who follow

the wishes of the king and are always devoid of jealousy,

(38-39) 'Bhasa seems to disregard this rule. For Padmavati
has no jealousy against Vasavadatta (see Svapna.).

[xxxIV. 3B-45

(deri).

known as highborn wives (suàmin).*
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are well-behaved, demand no honour, are gentle [in manners]

and not very vain, and are sober, humble, and forbearing.

Craftswomen

46-17. Those women who are conversant with various
arts and skilled in different crafts, know different branches
of the art of perfume-making, are skilled in different modes
of painting, know all about the comfort of beds, seats and
vehicles, and are sweet, clever, honest (daksa), agreeable
(citrä), clear [in their dealings], gentle, and humble, are to

Actresses
48-51. Women who have physical beauty, good

qualities, generosity, feminine charm, patience, and good
manners, and who possess soft, sweet and charming voice,

and varying notes in her throat, and who are experts in the

representation of Passion (hela), and Feeling (bhava), know

well of representation of the Temperament (sattva), have

sweetness of manners, are skilled in playing musical instru-

ments, have a knowledge of notes, Tala and Yati, and are

associated with the master [uf the] dramatic art, clever, skilled
in acting, capable of using reasoning positive and negative

(hapoha), and have youthful age with beauty, are known as

Dancers

51-54. Women who have [beautiful] limbs, are convers-

ant with the sixtylour arts and crafts (kala), are olever,

courteous in behavour, free from female diseases, always

bold, free from indolence, inured to hard work, capable of

practising various arts and orafts, skilled in danding and

(18-51) 'Perhaps for the personal safety of the king, inale

actors were not adinitted in the theatre attached to the royal harem.

antiquity of this practice. In the palaces of the king of Cambodia

and of some Sultans of Indonesia too, women only are engaged to

Calcutta, 1952 p. 11.

**XIV. 46-54) THE NATYASASTRA

be known as crafts-women (silpa-karika).

actresses (natakiya).'

The Brhatkatha-sloka-sangraha (II. 32, ed. Lacôte) testifies to the

produc: plays. See Santidev Ghosh, Java-O-Balir Nrtya-git (Bengali)



207 TYPES OF CHARACTER

songs, who excel by their beauty, youthfulness, brilliance and

other qualities all other women standing by, aro known as

Maids in Constant Attendance

54-55. Women who do not under any condition leavo

the king, are maids in constant attendanco (anucarika).

Maids of Special Work

55-57. Those women who are employed for looking after

tho umbrella, bed, and seat as well as for fanning and

massaging him, and applying scent to his body and assisting

bim] in his toilet, and his wearing of ornaments, and gar-
lands, are known as maids of special work (paricarika).

Maids in Constant Move

57-59. Those women who [always] roam about in

different parts [of the palace], gardens, temples, pleasure

pavillions, and strike the bell indicating the Yamas,' and those
who having these characteristics are precluded by the play-
wrights from [sexual] enjoyment, are called maids in cons-

Errand Girls

59-60. Women who are employed by the king in secret
missions connected with his love-affairs, and are often
to be sent [in some such work], are to be known as errand-

60-61. Women who, for the protection of the entire
harem and for [the king's] prosperity, take pleasure in singing

hymns [to gods], and in performing auspicious ceremonies,

bow. She was indeed a paricarika. But her Yavana origin is not

mentioned in the NS.
(57-59) "Yama -one eighth part of the day, three hours.

'That is, they should not be personally implicated in love.

affairs.

[xxxIv. 54-61

femala dancers (nartaki).

tant move (samcärika).

girls (presana-carikã).
Mahattaris

are known as Mahattaris (matrons).

-.
(55-57) 'Iu Vikram, (V. 3. 1.) a Yavanl brings the king his
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Pratiharis

61-62. Women who lay before the king any business

related to various affairs [of the state] such as treaty, war

and the like, are called Pratihãris (usher).

Maidens
62-63. Girls who have no experience of love's enjoy-

ment (tati-sambhoga), and are quiet, devoid of rashness, modest,

and bashful, are said to be maidens (kumari).'

Old Dames
63-64. Women who know the manners of departed

kings, and have been honoured by them, and who know the

character of all [the members of the harem] are said to be

old dames (orddha).

Ayuktikas

61-66. Women who are in charge of stores, weapons,"

and fruits, roots and grains, who examine the food
[cooked for the kingl, and are in charge of [lit. thinkers

of] scents, ornaments and garlands and clothes [he is to use!,

and who are employed for various [other] purposes, are called

Äyuktikas (female overseor)? These in brief are the different

classes women of the [royal] harem.

Other Women Employees in the Harem

67. I shall now speak of the characteristics of the

remaining characters who are employed in some duty or

special work [in the harem.

68-70. Those who are not rash, restless, covetous and

cruel in mind, and are quiet, forgiving, satisfied, and have

controlled anger and have conquered the senses, have no

passion, are modest and free from female discases, attached

and devoted [to the king] and have come from different parts

of the state; and have no womanly infatuation, should be

employed in the palace of a king.

(62-63)'Ex. Vasulaksm1 (Vasulacch1) iu the Malavi.
(64-65) 'See above note 1 on 55-57. Kalidasa seems to iguore

this functionary of the harem.

*Ci. Tuto (-Yukta) in Asoka's Girnar Rock IlI. Ayuktikà may

be his female counterpart in the royal harem.
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Other Inmates of the Harem

70-73. The hermaphrodite who is a character of the

third class, should be employed in a royal household for

different parts of the harem. Persons who are eunuchs or
are devoid of sexual function, should always be made the
inmates of the harem in a Nätaka.

73-74. A Snataka' with polished manners, should be

clever and free from soxual of passion, should always be
employed by the king for various needs of queons.

75-78. Those who have learning, truthfulness, are
free from sexual passion, and havo deep knowledge and
wisdom, do known
omploy then in business connected with polity.. And the
Varsadhars should bo employed in errands relating to

einployed in escorting women, and in guarding maidens and
girls. In bestowing honour to womon the king should employ
the maids in constant attendance.

78-79. Women in the royal harem who attend all the
movements of the king, should be employed, when they are

(70-73) 'See below note 1 on 73-74.
*See below note 1 on 75-78.

*See below note 1 on 78-80.

•See below note 1 01 80.81.

(73-74) 'From later dramas the Snataka disappears altogether.

Was Pusyamitia described by S. Lévi as 'a mayor of the palace,'

'According to the AS of Kautilya, dauvarika was important

officer of high rank and not a simple door-keeper of the ordinarymenial type. See AS. 1. 2. 8.

27

[xxxxv. 70-79

moving about in the harem. And Snatakas,' Kañcukiyas,?
Varsadharas,' Aupasthayika-nirinundas, are to be placed in

The Snataka

made the warden of the gate (doastha). Old Brähmins who are

The Kañcukiyas ctc.

as Kañcukiyas.' The king should

love-affairs. And the Aupasthayika-nirmundas are to be

The Natakiya

a Suataka ?

(75-78) 'See note 1 on XIII. 112-113. Bhasa has 'Kaicukly,:
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proficient in performing all classes of dance, in the [royall

theatre under the authority of the harem.'

79-SO. Persons of poor vitality, who are clever and

are hermaphrodites and have feminine nature, but have not

been defective from birth, are called Varsadharas.'

80-81. Persons who are hermaphrodites, but have no

of womanly nature and have no sexual knowledge, are called

These are the eighteen kinds of inmates of the [royal]

harem described by me.
External Persons

82-83. I shall next speak of persons who move about

in public.

They are: the king, the leader of the army (senapati),

many other members of the king's court (sabhastara). I shall

(78-79) "See above 48-51 and the note on the word natakiya. It
is not clear why the natakiyà has been described over again and

differently.

literally means 'one whose seminal discharge has been arrested.

who had the head (munda) of his membrum virile (upastha) cut off. The
definition given here sèes to have been due to a concoction when
the real siguificance was lost sight of.

(82-83) ' Amalya also has been used before to indicate a minister.
But AS. (1. 8. 9.) distinguishes between amalya and mantrin.

the latter amatya seems to be identical with saciva (see IV. 25, 30, 31).

According to Sukraniti saciva, amatya and mantrin are three different

functionaries (See II. 94, 95 and 103). The Rudradaman inscription

seems to distinguish between mantrin and saciva.

*Saciva as well as amatya originally meaut secretary.

"Kumaradhiktia probably is identical with the Kumaradhyaksa of

xxxIv. 78-83] THE NATYASASTRA

The Varsadharas

The Nirmundas

Nirmundas.'

the chaplain (purodhas), ininisters (mantrin),' secretaries (saciva).?
judges (praduivaka), wardens of princes (kumäradhikta) and

(79.80) "The word varsadhara often wrougly read as varsavara

(80-81) 'Nirmunda or aupasthayika-nirmunda probably meant one

Kamandaklya Nitisara (VIII. 1) also does the saine. According to

AS.
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speak of their classes and characteristics.
them.

Please listen about

The King

84-88. The king should be intelligent, truthful, master

of his senses, clever, and of good character, and he should

possess a good memory, and be powerful, high-minded and

pure, and he should be far-sighted, greatly energetic, grateful,

skilled in using sweet words ; he should tako a vow of protect-

ing people and be an expert in the mothods of [different] work,

alert, without carelessness, and be should associate with old

people, and be well-versed in the Arthasästra and the practice

of various policies, & promoter of various arts and craits, and

an expert in the science of polity, and should have a liking

for this, [Besides these] he should know his actual position,

prosperity and its decline, and the weak points of his
enemies, and (principles of] Dharma, and bo free from evil
habits.

The Leader of the Army

89-90. One who possesses a good character and

truthfulness, and is always active (lit. has given up

idleness), sweet-tongued, knows the rules regarding weal-

ness of the enemy, and proper time for marching against

him, has a knowledge of the Arthasastra and of everything

about wealth, is devoted [to the king], honoured in his own

olan, and has a knowledge about time and place, should be

made & leader of the army, for these qualities of him.

The Chaplains and Ministers

91. Those who are high-born, intelligent, well-versed

in Sruti and polity, fellow-countrymeu [of the king], devoted

[to him], free from guile (lit. pure) and follower's of Dharma,

should be chaplains and ministers, for these qualities of

them.'

(91) 'B. reads the passage differently. In translation it is as

follows: "Those who are high-boru, intelligent, well-versed in

various Sastras, affectionate [to the king], incorruptible by enemies,

not haughty, the compatriot lof the king], free from giece,.

[xxxIv. 84-91
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Secretaries

92-93. Those who are intelligent, versed in polity,

powerful, sweet-tongued, conversant with the Arthasastra,

and attached to the subjeots and are followers of Dharma,

should be always appointed by kings as secretaires (amatya).'
Judges

93-95. Those who know well about litigation, and
the true nature of pecuniary transactions, are intelligent, and
well-versed in many departments of knowledge, impartial,
followers of Dharma, wise, able to discriminate between good
and bad deeds, and are forbearing and self-controlled, and can
control anger, are not haughty and have similar respect for

all, should be placed in seats of justice as judges (prad-

Wardens of Princes

95-97. Those who are alert, careful, always active

(lit. free from indolence), inured to hard work, affoctionate,

forbearing, disciplined, impartial, skillful, well-versed in polity

and in discipline, and who are masters of reasoning positive

and negative, have knowledge of all the Sastras and are not

vitiated by passion and such other things, and who are heredi-

tary servants of the king, and are attached to him, should

be made wardens of princes,' because of their possessing

these various qualities.

Courtiers

98. Members of the court (sabhastara)' should be

appointed by practical people according to the views of

disciplined, trust-worthy, and virtnous are to be made chaplains

and ministers."The taking together of the chaplain and the
minister probably shows that at one time the same person
discharged the functions of the two.

(92-93) "See note 1 on 81-83 before.

(93-95) 'The radical meaning of the term pradvivaka is one who

decides a cause after questioning the parties.

(95-97) See in this connexion A$.

discourse abqut morals (dharmavakya) for the edification of those who

XXXIV. 92-98] THE NATYA$ÂSTRA

vivaka).'

(98) "Vyasa (smyti) mentions sabhastara who should hold
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Braspati' after taking note of the [various] qualities of these

(i.e. ministers etc.).
99. These are the characteristics of various characters.

[in a play], that I was to say. I shall next speak of the
characteristics of [persons suited to] various roles.

which treats of the Types of Different Characters.

are present [in the courtl. In Mbh 4. 1. 24 however the sabhastara
appears only as a courtier (sabhya Nilakantha) who is particularly
interested in gambling. Jolly, Hindu Law and Clistoms, P1. 287-288.

were probably the king's helpers in the administration of justice.
N. C. Sengupta, livolution of Ancient Judian Law, 1. 46.

That the author of the NS. like the anthors of the 1S.
refers to Byhaspati, probably shows that they were not very widely

[xxxIv. 99

Here ends Chapter XXXIV of Bharata's Natyasastra,

Visuudharmasütra frst speaks of the qualification of sabhasadas who

separated in time. Vatsyayand, Mbh. (Vanaparvan) and Bhasa
also refer to Brhaspati.



CHAPTER THIRTYFIVE

DISTRIBUTION OF ROLES

1. I shall now speak of the distribution of roles in

a play or uf the kinde of men by which different roles are to

be represented.

General Principles of Distribution

2. After considering together their gait, speech and

movement of limbs as well as their strength and nature, the

experts are to employ actors to represent different roles [in

a play].

3. Hence the selection of actors should be preceded

by an engury into their merits. The Director (lit. the

master) will not feel difficulty in the choico [if such procedure

is followed].

4. After ascertaining thoir natural aptitudes, he is to

distribute roles to different actors.

The. Role of gods

5-6. Persons who have all the limbs intact, well-

formed and thick-set, who are full-grown (vayonvita), not fat

or lean or tall or large, who have vivacity, pleasant voice and

good appearance, should be employed to take up the role of

gods.

7-8. Persons who are fat, and have a large body and a

voice like the peal of thunder (lit. cloud), furious looking eyes

and naturally knit eyebrows, should be employed to take up

the role of Raksasas, Danavas and Daityas; for the per-

formance of male actors [should bel in conformity with

their limbs and movements.

The Role of Kings

9-11. Actors of the best kind who have beautiful eyes,

eyebrows, forebead, nose, lips, cheeks, face, neck, andevery

The Role of Raksasas etc.
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other limbs beautiful, and who are tall, possessed of pleasant

appearance, dignified gait, and are neither fat nor lean,

and are well-behaved, wise and steady by nature, should be

employed to represent the role of kings and princes (kumara).

The Role of Army-leaders and Secretaries

12-13. Persons who have well-formed limbs, distinct

speech, are neither tall nor fat, are heroic, have reasoning

positive and negative, are brave, and eloquent and have

presence of mind, should be employed to take up the rulo of

14. Persons who have brown oyes, long nose, and who

are short or tall, should be employed in the role of Kancukiyas

The Role of Minor Characters

15. In other cases too, similar dramatic convention

has boen prescribed; roles should be assigned after consider-

ing the actors' age and physical condition.

16-17. [For exomple],' persons' who are slow-moving,

very dwarish, hunch-backed, uncouth, odd-faced and fat,

who have expressionless (lit. motionless) eyes, one eye blind,
small chin and low nose, ugly raiments, evil nature, deformed
body and who have marks of a slave, should be employed in
the role of slaves.

The Role of Fatigued Persons

18. A person who is naturally thin, should be employed
in a play to represent a tired person,

(14) 'The racial type indicated by this description probably
shows that the K. and $. were of the Aryan descent.

(16-17) 'From the general description given in this passage
and the marks mentioned in particular, it appears that slaves were
of 1011-Aryan descent. And Kautilya seems to support this view

enslaved). From this description it also appears that the slaves
were at one time branded with marks.

[xxxv. 12-18

army-leaders (senapati) and secretaries (amalya).

The Role of the Kañcukiyas and the Srotriyas

and Srotriyas.

by saying that aryasya no däsa-bävah (an Aryan should not be
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The Role of a Person in Health

A fat person should be employed to represent a person

without any disease.

Special Cases of Assigning Roles

19. If however such persons are not available, the

Director (lit. the master) should exercise discretion to employ
[some one] after a consideration of the latter's nature and
movement as well as States [to be represented].

20. Such persons' natural movements whether good,
bad or middling, should be regulated by contact with the
Director (lit. the master), and then they will properly
represent [all] the Statos.

21. In other cases too, similar dramatic convention
has been prescribed, and roles should be assigned to persons
after considering their native places (desa) and costume (vesa).

The Role of a Character with Extra and Special Limbs

22-24. In case of characters which have many arms,

many heads, and uncouth faces and facas of animals,including

beasts of prey, asses, camels, horses and the like, the Director
(lit, the master) should according to his direction have the
masks (lit. them) made with clay, wood, lac and leather.'

The Entry of a Character

24. One should not enter the stage in his own
natural appearance. His own body should be covered with

paints and decorations.

The Result of Impersonation

25. In the production of a play, a person in his natural

form of the body, should be employed [to assume & rolel

according to his age and costume.

The Method of Proper Impersonation

26-27. Just as a man who renounces his own nature

together with his body and assumes another's nature by

(22-24) Details regarding this are given in XXIII.

xxXV. 19-26] THE NATYASASTRA
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entering into his body' so the wise actor thinking within him-

self that 'I am he' should represent the States of another

person by speech, gait, gesture and other movements.

Three Kinds of Impersonation

28. Human characters as they are represented on

the stage fall into three classes: natural (anurupa), unnatural

The Natural Impersonation

29. When women impersonate female characters and

men male characters, and their ages are similar to that of

the characters represented, the impersonation is called

The Unnatural Impersonation

30. When a boy takes up the role of an old man or an

old man takes up that of a boy and betrays his own nature

in acting, the representation is called 'unnatural' (virupa).
The Imitative Impersonation

31-32. When a man assumes a woman's character,' the

actors. A womau also may assume if she likes, a man's role
in actual practice. But an old and a young man should
not try (to imitato] each other's manners.'.

Special Suitability of Men and Women
33-34, Bold men who have heroism and strength,

should be employed for recitatives, and women [should always
be employed] for songs. Women's nature is suited mostly to
songs and that of men to recitatives! For women's voice is
naturally sweet and that of men is forceful.

(26.27) "This is said on the assumption that a Yogin possess-

ing miraculous powers could, according to his will, leave his own

body and enter that of another when the latter was just dead.

Saikaracarya is said to have practised this kind of miracle.

of women.
*This is due to an utter impossibility of successtully taking

up of each other's role by old and young men.

(33-34) 'See XXXII. 504 and the note, and also XXXII. 5C6.

28

[xxxv. 28-34

(virupa) and imitative (rupanusarini).

'natural' (anurupa).

impersonation is called imisativo (rupanusarini) by the best
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35-36. Though men know the rules of singing in their

traditional characteristics, their songs being devoid of sweet

ness, do not create beauty.

Whenever there in [any] merit in women's recitation and

sweetness of voice in men, these are to be considered as being

due to freaks (lit. inversion) of nature, and as such these

should be [considered] ornaments.'

Women in Men's Roles

37. In temples,' palaces' and houses of army-leaders

and other prominent persons, dramatic performances (prayoga)

are mostly held by women in men's role.

Women's Special Merit

38. A delicate person's role is always to be taken up

by women. Hence, in case of women as well as gods and
men of delicate nature [women are to assume the roles).

39. [It is for this reason that] drama came to be

established in heaven' through Rambha, Urvast' and the like
[nymphs]. And similar has been the case in king's harems
in this world.

Training Women in Different Roles
40. Directors (lit. masters) should instruct women

according to the Sastras, but they should not themselves give
coaching to women in learning their [feminine] roles.

41-42. But masculine (lit. depending on men) roles

should be carefully directed by them.

As natural amorousness is observed in women, their

naturally graceful limbs are easily accessible to Sausthava ;

and sportful nature' will be their additional qualities (lit.

ornaments) [when they assume a male role].

(37) 'Devadasis of 'maid-servants to gods' seem to have been

not only dancers, but also actresses assuming male roles also.

*For the reason of women assuming male roles see above notes

011 33-34.

(41-42) , ' The sportful nature belougs naturally to males.

xxxV. 35-42] THE NATYASASTRA

(35-36) 'See XXXII. 504.

(39) 'Cf. Vikramn III. (Viskambhaka). See below XXXVI. 60.
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Result of Proper Assignment of Roles

43. When actors and characters in a play have similar

conditions and behaviour, and have natural limbs and organs

(karana), they will embellish a dramatic performance.

41. Want of fatigue in danco and music, is always a

quality of women, and a dramatic production partly attains

its sweetness and partly its strength due to this.

45. A woman who is an adept in the practice of love,

and is an expert in [representing] love-affairs, eppears through

her graceful acting on the stage, like a creeper full of various

charms, on account of its [many] flowers.'

46. Hence [a Director] should always bestow undivided

attention to women's exercise (yogyà) [in dance and music],

for without this, the States, Sentiments, the Sausthave cannot

be produced by them in tho least.'

Types of Dramatic Production

47. The production of a drama which includes many

States and Sentiments, is of two kinds: delicate (sukumara)
and energetic (aviddha).

The Delicate Type of Production

to be known of the delicate type. For they depend on human
beings.

(15) 'It seeins that boys also had to represent women's
character in the ancient Hindu theatre (sce the Prastavana to Malati).
And this shows the beneft of engaging actresses. Employment of

boys in women's role was considerably a handicap in depicting

female characters in the Shakesperian stage. On this see "Shakes-
peare's Dramatic Art" in Companion to Shakespeare Studies,
Cambridge, 1946, p. 54.

(16) 'This probably stresses on the importance of repeated
rehearsal.

(48) 'For a defiuition of this and the following lypes of play
see XX. 10-11ff. 48ff, 107-108ff, 112-113ff, 94ff.

[xxxv. 43-48

18. Nataka', Prakarana, Bhana, Vithi and Anka'are

*It is called Utsistikanka also. See XX- 93.
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49. This delicate type of production is pleasing to

kings. Hence plays of this class including the Erotio

Sentiment, should be produced by women.'

50. The play in which there occur violent fighting,

great speed [of movement], and much excitement, should not

be enacted by females, but by males.

51-52. If a play includes ordinary (lit. not exalted)

incidents and no hurried or violent movement of limbs, and

requires an observance of proper tempo, Tala, Kala and

regulated utterance of syllables, and clearly divided words

and has plenty of desired Sentiments, it should be produced

by women.'
Ths Energetic Type of Production

53-54. The play which requires energetic (aviddha) type

of Angaharas to represent cutting, piercing, and fighting, and

includes [a representation of the use of magic and thau-

maturgy as well as artificial objects and costumes, and has

among its dramatis personae many males and a small number of

females who are of quiet nature, and mostly the Grand and

the Energetic Styles applied in its production, is of the

energetic type.

known to be plays of the energetic of type by producers.

Production of plays of this kind, should be made by lan

impersonation of] gods, Danavas and Raksasas.

56. Thus one should assign different roles in the

production of a play., Next I shall speak how & play attains

excellence due to costumes and make-up.

The Typical Impersonation of a King

57-59. How are the qualities of a king to be represented

by an actor who has a few wearing apparels? In this connec-

tion it has been said that when dramatic conventions have

(49) 'An instance of such a play occurs in Priyadarsika.

(51-52) *This probably shows that the Nataka etc. mentioned

in 48 above, being plays of ballet-type were better suited to be pro-
duced by women.

XXXIV. 49-59] THE NATYASASTRA

55-56. Dima, Samavakãra, Vyâyoga and Thämige are

Act III.
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come into vogue I have made plays furnished with all these

(i. e. conventions).

In them (i. e. plays) the actor (nata) covered with paint,

and decorated with ornaments, roveal the signs of kingship

when he assumes a grave and dignified attitude, and then

he alone becomes, as it were, a refuge of the seven great

60-61. He should move his limbs only after he has been

covered with paints. And trimmed according to tho discre-

tion of the Director and having the Sausthava of limbs, the

actor becomes like a king, and [thus trimmed] the king also

will be [very much] like an actor.'

61-63. Just as an actor is, so is the king and just as

a king is, so is the actor. The two mill represent their States

by similar deportinents and Sausthava of limbs.

Just as by properly carrying out the instruction of the
Director, the actor illumines the stage, similarly the king
also will always be naturally brilliant.

His followers will be like that of divino personages?
In a play they are to be introduced with proper costume,
language and age.

64. The producer should let the actor have the natural
appearance of a character (by giving him suitable costume]
and by associating him with suitable ago through [proper]
make-up.

65. Thus one should make a selection of persons for

representing kingly manners. I shall next speak of the

qualities of a Director (sutradhara).

(60-61) "This is a very clever statement. The king though
he is nothiug but an ordinary human being, often assules consci-
ously or unconciously an extraordiuary appearance. The story goes
that Napoleon sought the guidance of a contemporary actor of
repute before taking up the imperial crown.

(61-63) "See the note above.
*This was because the king was a incarnation of God or gor.s.

[xxxv. 60-65

divisions (saptadvipa) of the world.
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Characteristics of a Director

In this connection I shall speak of the qualities of a

Director. First of all, he should possess knowledge of
oharacteristics [of everything concerning the theatre], desirable

refinement of speech, knowledge of the rules of Tala and

theory of notes and instruments [in general].'

66-71. One who is an expert in playing the four kinds

of musical instrument, has various practical experience, is

conversant with the practices of various religious sects, and

with polity and the science of wealth (arthasastra) and the

manners of courtezans and ars amatoria, and knows the various

conventional Gaits and movements, thoroughly understands

all the Sentiments and the Statos, and is all expert in

producing plays, acquainted with all arts and crafts, with

words and the rules of prosody, and proficient in all the

Sastras, the science of stars and planets, and the working

of the human body, knows the oxtent of the earth, its

continents, devisions, and mountains and people inhabiting

them, and the customs these have, and the names of descen-

dants of royal lines, and who listens about acts prescribed in

Sastras, can understand the same, and puts them into practice

after understanding them, and gives instructions in the same,

should be made a teacher and Director.

Natural Qualities of a Director
72-74. Now listen to me speaking about the natural

qualities [which he should possess]. He should be possessed
of memory and intelligence, and should be patient, liberal,
firm in his words, poetical, free from any disease, sweet [in

(65) 'This and the two following passages (66-71, 72-74) show

that the Hindus had very advanced ideas about of the responsibi-

lities of a Director. Like his modern counterpart the regisseur (or

(producer" as he is called in England) he was required to be an

expert not only as regards acting but in all those arts which together

coustitute a performance. The Komisarjevsky, The Theatre,
Loudou, 1935, p. 15.Thus so many varied qualities were required

to ensure his fitness.

xxxv. 66-74] THE NATYASÄSTRA
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his manners], forbearing, self-possessed, sweet-tongued, freo
from anger, truthful, impartial, honest, and free from greed for

praise!

Cheracteristics of an Assistant of the Director

74-75. A person of the middling type who has slightly

less number of qualities than that the Director is to pessess,

of the
Director.

Characteristics of an Actor

75-76. An actor (nata) should be lively (lit. bright),

possessed of a good physique, acquainted with [thoatrical)
accessories and their uses, possessod of intelligence,
conversant with the rulos [of the theoretical practice], and

expert in his own work.

Characteristics of a Parasite

76-77. Possessing all tho qualities which the Director

is to have with regard to tho thoatrical production, the

Parasite (ola) should be an expert in dealing with courtevans,

sweet [in his words, impartial, pootic, proficient in the

meaning of the Sastras and in the knowledge of courtovans,

capable seeing tho positive and the negutive side of any

argument, and eloquent and clever.

Characteristics of the Sakara

78. The Sakara' is one who wears gaudy (lit. brilliant)

surely stands in the way of a first-rate artistic production.

(78) "Western scholars are sometime inclined to comect this

character with the Sakas (Keith, Skt. Drama, p. 69). But Sakara

as described in DR (ii 42) and SD. (81) is nothing but the lowborn

brother of a royal concubine. Naturally he bragged about his relation-

ship with the king and was laughed at by people. Hence the term

syalako gradually acquired a pejorative sense, and in NIA it has

become sala (a term of abuse). So people had to refer to him

him euphemistically as Sa-kara which means the fellow named

with an initials. If the author of the NS. has not given such i

definition, it was probably due to actual Sakaras being still available

[xxxv. 74-78

should be known as an Assistant (pariparsvika)

social posite le prudently remaine silent about sheir aromalv
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clothes and ornaments and grows angry without adequate

reason and gets pacified likewise, and who is an inferior

character and speaks Magadhi' and has manifold changes [in

his conduct].

Characteristics of the Jester

7:. The Jester (vidusaka) should be dwarfish, should
possess big teeth, and be hunch-backed, double-tongued'
bald-headed and tawny-eyed.

Characteristics of a Servant

80. A servant (ceta) be should be fond of quarrel,'
garrulous, uncouth in form and give service under bondage,

and be expert in distinguishing between persons who are to

be honourd and who are not.

Characteristics of a Courtezan

81-83. A woman who is always engaged in attending

the teacher (acarya) in connection with application of
[various] arts and crafts, and is endowed with amorous move-

(sattva), discipline, sweetness [of manners], and is conversant
with the sixtyfour arts and craits ((kala), is expert in dealing
with the king, and free from female diseases, and has swoet
and endearing words, is clear in her speech, clever and

BIt hasbeen mentioned before that Sakaras should speak
the Sakãri dialect (XVIII 52). But by Sakãri we are to understand

(80) 'The ceta was evidently a slave. The term bandhasevaka
(giving service under bondage) seems to indicate this.

"The courtezan was evidently somewhat like a Greek

xxxv. 79-83] THE NATYASASTRA

ments, Emotion (hava) and Heeling (bhava), Temperament

undaunted by fatigue' is callod a courtezan (ganika).

a dialect of Magadhi. See Purusottama's Prakrtanusasana. ed.
Nilti-Dolci. XIII. 1 ; also Prakrakalpataru, ed. Ghosh, II. ii, 2ff.

(79) 'The readiug duijan-man for duijihoa is evidently wrong
See XXXIV. 21 ff.

(81-83)
hetaera,
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Characteristics of a typical Heroine

84-86. A woman with the following qualities should be

given the role of a Heroine: she should be endowed with a
good physical form, good qualities, character and young

age and should possess gold necklace and garlands and

should be shining, aflectionate, sweet, and should possess
charming words with a lovely voice and should be steady
(lit. unperturbed) in the exerciso (vogya), and conversant with
Laya and Tila and Sentiments, and should have all

kinds of ornaments and be dressed with garlands and

scents.'

Women disqualified to take up a role

86-87. But a woman should not be made a Heroine in

any theatrical show when she siles on wrong occasions, is

rough [in appearancel, has an uneven gait and movement,
porsistent anger, miserable look, and is always haughty and
fickle. These are the characters that the producers of plays
should know about.

Members of a typical theatrical party

88-90. I shall next speak of different members of a

who resort to Bharata (i.e. his art), the Jester (vidusaka), the
musicians (tauripa), the actor-dancers (nata), the Director

karaka), the maker of ornaments (abharanakrt) and garlands, the

"The last hemistich of the text probably shows textual

confusion.

(88-90) "The term "Bharata" seems to have originally meant

those who sang ballads connected with the heroic exploits of

the Bharata race. The term 'Bharthari meaning singers on the
exploits of Bharthari a prince who renounced the world and
attaiued spiritual eminence, is analogoits to Bharata. The Bharata
ballads were the nuclens of the Mbls. According to the hypotsis

[xxxv. 84-90

theatrical party (bharata). They aro: Bharata' [proper] (actor),

(sutradhara), playwright (natyakära) the crown-maker (mukuta-

(84-86)
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(karu and silpin), and Kusilavas and others who are to be

known by their names.

Characteristics of Bharata

01. As he alone conducts as the leader [the performance

of] a play by acting in many roles and playing many
instruments and by providing many accossories, he is called

Characteristics of a Jester
92-93. One who looks to people's pleasure, can imitate

manners of all people, resorts to various [means] and
mixes with women, is ready-witted in disclosures made
through Pleasantry,' or in Covert Pleasure' and is clever, and
can give censure through his words, is to be known as a

Characteristics of a Master-musician
94. Ono who is skilled in playing Tura,' has a liking

for all the instrumonts and is an expert in playing them
all, and possesses [all kinds of] musical instrumouts, is called

Meaning of the word 'Nata'

95. Meaning of the root nat is 'to act' (lit. acts) and

henco, as ho acts (nalayati) again and again the stories of

of Winternitz, such ballads gave rise to drama. See in this cou-

nexion the author's Contributions to the History of Hiudu Drama,

Calcutta, 1957, PP. 15ff.

(91) "See note 1 to 88.90 above.

'For another definition of a Jester see 79 above.

(94) 'Its etymology is obscure. See note 2 below.

The word though connected with tura is not directly available

from it. The basis of tauripa is possibly tauripa one who engages

himself with tura incaning probably musical instruments iu general,

XXXV. 91-95] THE NATYASASTRA

dyer (rajaka), the painter (citrakära), other and craftsmen

Bharata.'

Jestar (vidusaka).'

Tauripa' (master-inusician).

(92-93) 'Sec XXII, 50. "Sce XXII, 53.
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men with Sentiments, States and Temperamont, he is
called (lit. he becomes) a Nata (actor).

The Benediction

96-97. As one pleases by it the audienco (lit. people)

with sweet words of blessing, it is called Nundi (Benediction).

That which is spoken in the performance of a play to plenso

people in various ways, with Sauskrit and Prakrit recitatives,

is to be known as Nandi.

Definition of a Director

08. One who knows from the teaching of the learned

(sista) the principles (sutra) of applying songs, instrumental
music and recitatives in their unity, is called a Sutradhar
(Director).'

Definition of a Playwright
99. Becauso ho puts in [different] Sontiments, States

and Temperaments, as taught in tho Sastra, in differont
characters, a person is called a playwright (nat yakara).'

Definition of an Actor
100. One who can apply she music of four kinds of

instrument, and produce a play according to the meaning of

the Sastra as well as his own reasoning, is called an actor.

Definition of an Actress

101. A woman who knows all about the playing of

drums, Laya (lempo) and T'ala and is conversant with Senti-

ments, and is beautiful in all her limbs, should be made an

(98) 'For another definition of the Sútradhara see 66-71 above.
(99) 'His duty was to compose a play on any given theme. He

is comparable to 'poets' employed by Elizabethan theatrical
companies. For more about the playwright see the introduction.

(100) "This probably shows the original connection of drama

with music of all kiuds.

(101) 'This word has been used by Bhasa.

[xxxv. 06-101

(nata).'

actress' (natakiya).

See Pratima I. -+.8.
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The Crown-maker

102. He who makes maske and various special dresses

together with headgears (sirsaka = pratisersaka) suited to various

characters, is called a crown-maker (mukutakara).'

The Maker of Ornaments

103. One who makes ornaments according to various

rules, is called a maker of ornaments' (abharanakrt) and each

[maker of ornaments] is to be named accordingto the
material he uses.

The Maker of Garlands
104. He who makes five kinds' of garland, is called

He who looks after dressing is called Vesakara.

The Painter, the Dyer and the Craftsman
105. One who knows painting is a painter (citrakara),

and from his [knowledge of] dying (rañjana) [clothes] a person

is called a dyer (rajaka).?

And one who fashions different objects out of lac, stone,

metal and wood, is called a craftsman (karu).

106. He who can apply the principles of instrumental

music and is himself an expert in playing instruments, is

called a Kusilava becauso of his being kusala (clever) and

(102) 'For rules about crowns sce XXIII. 129fF-

(103) *For varieties of ornament used see XXIII. 11ff.

, "For the five kinds of garlands sce XXIII. 10

¿For the rules for different costumes see XXIII. 110ff.

(105) 'For uses of clothes of different colour see XXIlI. 53-56,

60, and for colours see XXIII,. 69ff.

(106) 'The real etymology is obscure. This is ouly a folk-

etymology of the word. There are however reasons to believe that

it originally meant ballad-singers. The names of Rama's twin sous

probably had its origin in kuslava.

XXXIV. 102-106] THE NATYASÄSTRA

a maker of garlands (malyakrt).
The Vesakara

The Kusilava

avadata (refined) and free from agitation (avyathita).'

(104)

*See XX111. 43,
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Other members of the party

107. The man who takes to an art or a craft (silpa), a

protession, or a practice, and has himself acquired proficiency
in it, is oalled by its name.'

108. So much about the hereditary groupe (jäti) known
in conneotion with the rules of theatre as Natas who relate

to various accessories [needed] for the production of various

types of play.

109. I have spoken about the assignment of roles and

about the makers of a drama according to their function,

and have pronounced the Canons of Drama. Please mention,

O sages, what more is to be said now.

Here ends the Chapter XXXV of the Natyasastra,
which treats of the Distribution of Roles.

(107) 'Besides the craftsmen mentioned above, the theatrical
troupes probably had with them artisans who inade things with
bamboo, grass and hide etc.

[xxxv. 107-109



CHAPTER THIRTYSIX

DESCENT OF DRAMA ON THE EARTH
Sages question.

1-6. Being pleased with this, the sages such as Atreya,'

Vasistha, Pulastya, Pulaha, Kratu, Augiras, Gautama, Agastya,

Manu, the wise Äyus, Visvamitra, Stbulasiras, Samvarta,

Pratimardana, Usanas, Brhaspati, Vatsa, Cyavana, Kasyapa,

Dhruva, Durväsas, Jamadagni, Markandeya, Galava, Bhara-

dvaja, Raibhya, the venerable Valmiki, Sthulaksa, Sankulaksa,
Kanva, Medhätithi, Kusa, Narada, Parvata, Susarman, the
two Ekadhanvins, Nisthyuti, Bhavana, Dhaumya, Satananda,
Krtavrana, Jamadagnya Rama, Jamadagniand Vamana
again spoke out of curiosity to the omniscient Bharata these

words:

7. "The ancient Natyaveda which you havo spoken,
has been properly comprohended by us listening to it atten-

tively.

8. [But] you, venerable sir, should also remove (lit.

explain) any doubt we may have in this regard. For who

else cau speak definitely about the Natyaveda ?

9-10. Wo shall enquire froni you (morej about drama

for our enlightenment and not out of any distrust, rivalry

or jealousy. We did not speak earlier (lit. then) [about this],

for there should not be any interruption. So, speak to us

exhaustively about the mystery of drama.

11. You have [already] said that exploits of men'

constitute drama, hence you should speak definitely about

what has been kept hidden from people.

12-14. O the best Brahmin (lit. the bull of the twice-

born), tell us about the character of the god who appears in

(1-6) "The shorter receusion of the NS. omits these names,. See

1. 2.
(11) "See I. 111-112.
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the Preliminaries (purvaranga). Why is the sound [of

musical instruments] applied there? What purpose does it

serve when applied? What god is pleased with this, and what

does he do on being pleased, Why does the Director being

himself clean, perform ablution again on the stage?' How,

O sir, the drama has come (lit. dropped) down to the earth

from heaven? Why have your descendants come to ba

15. The sage Bharata on hearing these words of the

wise men, spoke again to them for explaining the matter

which was confidential.

16. 'I shall explain to you, O Brahmins, what you
persons with excellont vow, enquire regarding the rules of
the Preliminaries. Listen properly about it.

17. The Proliminaries have been described in continua-
tion of whatever I havo said [earlier] about the destruction
obstacles.'

18-22. Just as the body, is covered [with an armour] for
warding off missiles, so sins of all kinds are avoided with
Homa. After I have thus warded off the sins and destroyed
the obstacles by worshipping gods with Japa, Homa, words
of adoration and blessing, and songs about their (benevolent]
deeds and attitudos, and with tho playing of all instruments,
and sound of songs, they (i.e. gods) being pleased with the
singing of their praise, said, 'We we exceedingly delighted
with tho performance of yours; as it nandati [pleases] the
people, after pleasing the gods and the Asuras, this perfor-
mance will be called Nandi (Benediction).

33. When auspicious words uttered with proper into-
nation in accompaniment of songs and playing of instruments

resound a region, all evils will disappear, and prosperity will

ensue there.

(12-14) "Sce V. 80-83.

known as Sudras ?"

Bharata said :

(17)'See V, 70f.
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24. In so much space as is filled with sound of musical

instruments there will be there no Raksasas or leaders of

25-26. On hearing the sound of Nandi, and recitatives,

songs and playing of instruments during marriages of all

kinds,' and sacrifices performed for the prosperity of kings,

ferocious spirits will make themselves scarce. And this

(i.e. the sound of the Nandi) will be equal to tho exposition

Vedic Mantras.

27. I have heard from the god of gods (Indra) and

afterwards from Sankara (Siva) that music vocal as well as

instrumental, is in fact a thousand times superior to bath [in

holy waters] and to Japa.

28. In places in which there occur instrumental

music and dramatic performance, or song and instrumental

music, there will surely be there never any kind of inauspi-

cious happening.

29. Thus I have dovised the Preliminaries as a cere-

mony of adoration for worshipping deities, with laudatory

verses and Mantras.

Ablution of the Director on the Stage

30. As the head becomes fatigued by bowing on the

stage, the rule permits the Director to bathe it with water.'

31. After the ablution the Director should worship

the Jarjara with Mantras. All this has been said in connec-

tion of the Preliminaries.' This is the reason for the

ablution.

32. I shall now tell you in detail how drama came

(lit. dropped down) to the earth from Heaven, for I am

unable to withhold anything from you.

(25-27) "Juahe ca vivahe ca. Avaha is the marriage which takes
place in bridegroom's place and vivaha takes place iu the bride's.

place.
'See the note on 12-14.

'See V. 118-119,

XXXVI. 15-23] THE NATYASASTRA

Vighnas (vighna-vinayaka).

(30)

(31)
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Bharata's Sons offended the Sages.

33-34. All these sons of mine being intoxicated with[the knowledge of] the Natyaveda, practised in courso of time

an art tiring the entire people with Prahasanas connected
with laughter.

34-35. And they on purpose, produced in an assembly

[of spectators] & play which caricatured the sages and

which was unaccoptablo and full of wicked acts, and
which encouraged rural manners and was cruel and inauspi-
cious.

The Sages curse Bharata's Sons.

36-37. On hearing this, the sages were extremely angry

and excited, and spoke to them (i.e. sons of Bharata) burning

then, as it were, with their words, 'O Brahming, it is not

proper that wo should be thus caricatured. What is this

insult [for], and what is your intention?

38. As due to pride in your knowledge [of dramal

you have taken to arrogance (avinaya), your evil knowledge
will get destroyed.

39. In the community of sages and Brahming or in

meeting them, you will appear as being no followers of the

Vedas and will attain the character of Sudras.

40. You will become more Sudras and attain their
functions, and those to be born in your line, will be impure.

41. And your posterity will be dancers who will wor-

ship others along with their wives and children fi.e. they will

42. Gods on hearing of the origin of curse on my sons

became anxious and approached the sages.

Gods intercede in favour of Bharata's Sons

43. Then the gods with Sakra (Indra) as their leader

said, 'Afflicted [thus] with misery the drama will perish:

(41) *In modern states, Directors of theatres would be dragged

to law-courts for a similar offence.

all be Sudras)!

. '30
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44. The sages said in reply that drama would not
perish, but the remaining portion of their curse would take
effect in its entirety.

Bharata's Sons approach their Father.

45-16. On hearing the words of the sages of terrible

spirit, my sons became sad, and with a desire to kill them-

selves they approached me and said, 'We have been totally

ruined by you, and for the fault of drama we have been made

to take to Sudra's conduct.

Bharata pacifies them.

47-48. For their consolation I said, 'Do not be sorry

for it; the rule that words of sages will never prove untrue

has indeed been made by fate (krianta); so you should not

turn to the destruction [of your own selves], after being thus
consoled.

49.Remember (lit. know) that this dramatic art has
been described by Brahman [himself]. So teach it to your

disciples and others through its practice.

50. Do not destroy this drama which has been devised

with great dificulty, and which depends on great things,

brings merit and has its origin in the Vedas, their Algas and

51. After holding the performance of a drama according

to [rules] which I have heard from Apsarasas, you are to

Nahusa invites divine Artistes to the Earth.

52. In course of time, a king named Nahusa attained

the kingdom of heaven through his polity, intelligence and

prowess. He then governed the kingdom and obtained a

53. And on seeing the musical performance (gandhara)

and drama [of the gods], he became anxious [for these].

(50) 'In spite of this passage, it is difficult to believe that

drama of India was of Vedic origin. On this see the translator's

Contributions to the History of Hindu Drama, Calcutta, 1957, pp. 34,

XXXVI. 44-53] THE NATYA$ASTRA

Upangas.'

undergo à purificatory ceremony prayascitta).

divine prosperity (oyusti).
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54. And he thought within himself as to how the dra-

matio performance of gods might be hold in his own houso [on

the earth] and to the gods he spoke for (causing such] a perfor-

mance, with joined palins. 'Let the drama [produced] by the
Apsarasas be performed in our house [on the earth].'

Gods reject the request.

56. But in reply to this, the gods with Brhaspati as
their leader said to him "The meeting of divine damsels and
human beings has not been prescribed [anywhere].

57. [But] as you are the lord of heaven, you should
be given an advice which is friendly as well as suitable. Let
the master [of the dramatic art] go there [at your place]
and please you.'

Nahusa approaches Bharata.

58. Then the king with joined palms said to me,
'Revered sir, I should like to see this dramatic performance

established on the earth.
59. I have been promised earlier [by gods] your service

as a trainer. O best of Brahmins, I have now got it directly
[by approaching you].

Urvasi and the carthly drama

60. In the house of my grand father (Pururavas), this
drama together with his work has been described by Urvasi
to the members of the harem.

61. But when the members of the harem were distressed
on the death of the king who becane insane due to her
disappearance, this [dramatic art] was lost.

6%. I wish this again to be openly produced on the
earth during sacrifices to be done on different days of the
moon, so that a happy and auspicious situation may arise.

63. Hence, plays (lit. composition) relating to many

characters produced in my house through graceful movement

"of women, will add to your fame.'

(61) 'The fourth act of Kalidasa's Vikram. deals with this
theme in a masterly fashion.



236

Bharata grants this request and sends his sons to the earth.

64-67. 'Let this be so' said, I in reply to the king Nahuse,

and called my sons, and spoke to them as well as to gods the
conciliatory words [as follows :] 'This king Nahusa begs us
with joined palms that you may go down for your own
good to the earth to produce drama there. Drama being
produced there, I shall make an end of your curse and you
will no longer be despised by Brahmins and kings. So go
down to the earth to produce drama there, [for] I shall not

be able to disregard the words of this earthly king."

Kohala is the Successor of Bharata.

68-69. For us all and for the magnanimous Nahusa,

the Self-born One (Brahman) has said that success in drama

would depend on his authoritative instruction (aptopadsa).

The rest will be related by Kohala in his supplementary

treatise (uttara-tantra)' which also will treat [of more rules on]

the application [of dramatic art], the Memorial verses (karika)

70. For the purpose of diversion, this Sastra has been

established by me in heaven with the help of Apsarasas and
the sage Svati and Narada."

Bharata's sons come down to the earth.

71.Then, O Brahmins, they went down to the earth
in the house of Nabusa, and devised in due order the produc-

tion of various plays with the help of women.

72. Afterwards they my sons, begot progeny in women

of the earth and devised for them more dramas (lit. creation)

on various themes.

The implication of this mythical account is beautiful.

It seeks to impress on us the idea that dramatic performance
fourished in heaven, and it is a gift of gods.

(68-66) 'In ancient Indian medical works we meet with
uttara-shanas which are evidently later additions. See Samihitas

ascribed to Kasyapa and Susruta. Kohala's work has reached us in

a very damaged ms. not yet published.

XXXVI. 64-721 THE NATYASASTRA

and the etymologies (mrukla).

(64-67)
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73. On begetting sons and devising plays in due

order they were permitted to return again to heaven.

74. Thus through a curse the dramatic performance has

been brought down to the earth, and the successive genera-

tions of dramatic artistes (bharata) have come into being.

Kohala and his associates

75-76. Kohala' and others together with Vatsya'

Sandilya," and Dhurtila" (Dattila) stayed in this earth for some
time as mortals, and put into practice this Sastra which

augments the intellect of men, deals with the deeds of the

three worlds and is a specimen of all other Sästras.

77-79. He who always hears the reading of that [Sästra]

which is auspicious, sportful, originating frow Brahman's
mouth, very holy, pure, good, destructive of sins, and who
puts into practice and witnesses carefully the performance [of
a drunal, will attain the same blessed goal which masters
of Vedic knowledge' and performers of sacrifices or givers
of gifte will attain [in the endj.

Value of the Dramatic Show

80. Of all duties of the king, this has been proclaimed
as possessing the best result (mahaphala)! Of all kinds of
charities, allowing people to enjoy a dramatic show without
payment, has been praised most.

81. Gods are never so pleased on being worshipped
with scents and garlands as they are delighted with the
performance of dramas.

See the introduction.

(77-79) This passage probably shows that the theatrical art

practices.
(80) "Some modern states also find it profitable to spend

money on dranatic arts.

Value of the Natyasastra

(75-76)

Bibid sibid ibid
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82. The man who properly attends the performance of

music (gandharva) and dramas will [after his death] attain the

happy and meritorious path in the company of Brahminic

sages.

The popular practice supplements dramatic rules.

83. Thus many practices sanctioned by Sastras have

been described in connection with the performance of dramas.

Whatever remains unmentioned should be included into

practice by experts from an observation (lit. imitative) of
people (i.e. their usage).'

THE FINAL BENEDICTION

What more should I say? Let the earth be full of
grains, and be free from diseases for all time. Let there be

peace for cows and Brahmins, and let the king protect thus

the entire earth.?

Here ends the Chapter XXXVI of the Natyasastra,

which treats of the Descent of

Drama on the Earth

(83) 'This shows that the author of the Sastra did not like to

see drama eternally tied to his prescriptions.

*This is the typical pattern of Bharata-vakyas net with in

available plays. The term 'Bharata-vakya' however does not occur

XxXVI. 82-83] THE NATYASASTRA

in the Natyasastra.
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