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PREFACE

The preparation of an annotated English translation of the
Natyadastra entrusted to me as early as 1944, by the Royal Asiatic
Society, has been dela){ed for various rcasons 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 avallablg in a complete critical edition.
From my first serious acquaintance with it in 1925 in connection
with the editing of the Abhinayaﬂarpaga (Calcutta, 1934) this work
has always engaged my attention in the intervals of other duties.
But it was only a few years ago, that I came to believe that the
*entire work could be translated into English. It was, however, only
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, [ 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 Natyadastra. T am now genuinely
happy to place it before the scholarly public, not because it could
he done in an ideal fashion, but because it could be finished at all.

In handling a difficult 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 field, 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
offered, the same has been expressly mentioned in the footnote.

The chapters on music covering a little more than one fourth
of the Natyadastra still remain to be done. These when completed
will be published in the second volume. As the work on it, is
progressing very slowly and it cannot be said definitely when it will
he 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 undefined, 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
histrionics treated here.

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

I am indebted to Dr. 8. K. De, due to whose kindness I
could utilise the unpublished portion of the Abinavabharati, It is
also a great pleasure to acknowledge the uniform courtesy of
different officers of the Society from 1947.1950, especially Dr. K.N.,
Bagchi, and Dr. Niharanjan Ray, the General Secretaries and
Mr. 8. K. Saraswati, the Librarian and Mr. Rakhahari Chatterji.
the Superintendent of the office, 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. 8. N. Ray, M.A.,Ph.D. (London) formerly
Head of the Department of English in the University of Dacca,
for reading the proof 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 hecomes 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 less

arduous than it might otherwise have been,

I should here also apologise to the readers for the many mis-
prints that have crept into the volume, They are requested to make
kindly, the necessary corrections pointed out in the corrigenda.

25th November, 1950 The Translator



ABBREVIATIONS AND SYMBOLS

... The first hemistich of a verse.

.

Abhi. ... Bhasa's Abhisekanataka.

AD. . Nandike§vara's Abhinayadarpana.

A.dy. «o Arthadyotanika, Raghavabhatta’s commentary
on the Sakuntala.

Ag., Abhinava «. Abhinavagupta or his commentary of the
Natyaéastra.

AMg. . Ardhamagadhi.
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b. ... The second hemistich of a verse.

Bala. ® ... Bhasa's Balacarita.

Bhamaha. ... Bhamaha’s Kivyilamkara.

BLNC. ... Bhasa-nitaka-cakra ed. by C. R. Devadhar

BhLP, ... Saradatanaya’s Bhavaprakadana.

C. ... Chowkhamaba (Benares) edition of the
Natyaéastra.

¢ ... The third hemistich in a stanza.

Caru. ... Bhisa's Carudatta.

CSS. « Chandah-sara-samgraba.

Dandin. ... Dandin’s Kavyadaréa.
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De's Ms. w. The Ms. of the Abhinavagupta's commentary
(Abhinavabharati) belonging to Dr. S. K. De.

DR, ... Dhanafijaya’s Dasaripa.

Ditagha. ... Bhasa’s Diitaghatotkaca.

Ditava. ... Bhasa’s Ditavakya.

Ex. ... Example or examples.

Foundation. ... Nobel’s Foundation of Indian Poctry.

G. we J. Grosset’s edition of the Natyaéastra.

GOS. .. Gaikwar’s Oriental Series.

Haas, ... Haag’s translation of the Daartipa.

I.Ant. . Indian Antiquary.

HQ. . Indian Historical Quarterly.

ID,, Ind. Dr. ... Sten Konow’s Indische Drama.

Ttihdsa, ... Haldar’s Vyakarana-daréaner Itihasa.

JDL. we Journal of the Dept. of Letters,
Calcutta University.

JK. . v Vidyalamkara's Jivanikofa.
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Kivyamala ed. of the Natyaéastra.
... Hemacandra's Kavyanu$asana.
... Bhisa’s Karpabhara.
... Ramakrishna Kavi or his elommentary to
the ch. XVIL of tha NS.
... Vatsyayana's Kamasitra.
.. Kalidasa’s Kumarasambhava.
.. Damodaragupta’s Kuttanimata.
.. Sylavain Lévi’s Le Théatre indien.
... Bhasa's Madhyamavyayoga.
. Bhavabhti’s Malatimadhava.
.. Kalidasa’s Malvikagnimitra. ,
... Coomaraswamy’s Mirror of Gstures.
.. Sudraka’s Mycchakatika,
Viéakhadatta’s Mudraraksasa.

.. Sagaranandin’s N Ei;nkalnksnr_xaratnakoéa.

... Ramacandra and Gunacandra’s Natyadar papa.
.. New Indo-Aryan.

... Nitti-Dolei's Lie Grammairiens Prakrit.

.. Natyaéastra,

.. Purana.

.. Pafcaratra

«. Panini.

.. Pangala’s Chandahsttra. _ .
... Pischel’s Grammatik der Prakrit-sprachen.
« Prakrta-Paingala.

... Pratiakhya.

... Prakarana.

« Bhasa's Pratima-nataka.

... Bhisa’s Pratijia-yaugandharayana.
Piginiya—éiksi.

e Paia-sadda-mahannavo,

... Ramayana.

... Harga’s Ratnavall.

« Kalidasa’s Rtusamhara.

... Kalidasa’s Abhijfianaéakuntala.

v« Sahityadarpana.

éirixgadgva’s Samgitaratnakara,

... Bhoja’s Srigaraprakaéa.
... Bhasa’s Svapavasavadatta,
«. translation or translated.
o Uttararﬁmaqar.ita of Bhavabhiti,
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Tru. ... Bhasa’s Urubhanga,
- Vikram. ... Kalidasa’s Vikramorvaiya.
Winternitz. .. 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 first hemistich and in the second the second hemistich. Roman figures
relate to the chapter of the NS,

* (b) For the ‘manner of referring to dramas, see under the Bhasa-
nataka-cakra in the'Bibliography (Original Texts).

(¢) In th® footnotes to the Introduction long" vowels, cerebral
sounds andlthe labial sibilant have been indicated by italics,
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p. 69; 276. The Upohana, p. 69 ; 277-294. Entry of female dancers and
the four kinds of Pindis, pp. 69-72 ; 295-308. The Cl‘mndajxa, pp. 72-78;
309-310. The gentle dance, p. 73 ; 311-314. Occasions suited to dance,
pp. 7374 ; 815-320. Occasions when dances are prohibited ; p. 74 ; 321-
324. Playing of drams, pp.74-75 ; 325-328, When drums are not to be
played, p. 75

CuarTeEr FIvVvE
THE PRELIMINARIES OF A PLAY, Pages 76-99

1-4, The sages question, 76 ; p. 5-6. Bharata answers, p. 76; 7. Preli-
minarics defined, p. 76 ; 8-16. Parts of the Preliminaries, pp. 76-77. 17.
Pratyahara, and Avatarana, pp. 78 ; 18. Arambha, and Aéravana, pp. 78 ;
19. Vaktrapani, Parighattand, p. 78 ; 20. Samghotana, Margasarita, p. 79.
al. Asarita and the Application of Songs, p. 79 ; 2223, Utthapana, p 79 ;
23-24. The Walking-round, p.79; 24-25. The Bencdiction, 79 ; 25-26.
éuskﬁvakrstﬁ Dhrava, pp. 80 ; 26-27. Rangadvara, p. 80 ; 27-28. The Cari
and the Mahaciri, p. 80 ; 28-29. Three Men’s Talk, p. 80; 29-30. The
Laudation, p. 80;30-32. Origin of Bahirgita and its justification, pp.
80-81; 33-36. Daityas and Raksasas provoked to jealousy, p. 81 ; 87-38.
The pods approach Narada to stop the Nirgita, p. 81 ; 38-44. Narada
pacifies the gods, p. 82 ; 44-59. The gods are pleased with the Nirgita
(Bahirgita), 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 caters, p. 89 ; 104-107. Singing of the Avakrsta
Dhruva, pp. 89-90 ; 1Q7-113. Fxamples of the Benediction, pp. 90-91 ; 113-
116. An example of-SuskEvakrsgi Dhruva, p. 91 ;116-119. Rangadvars,
p- 91; 119-127. Ciri, pp. 92-93; 127-137. Mahacari, pp. 93-94 ; 187-
141 The Thres Men’s Talk, p. 94 ; 141:142. The Laudation, pp. 94-95



xix

143-164. The Tryasra Pz.'eliminaries, pp. 95-96 ; 155-166. The Mixed
Preliminaries, pp. 96-97 ; 167-179. Introduction of a play, pp. 97-99.

CuaPTER SIX
THE SENTIMENTS, pages 100-117

1-8. The sages question, p. 100 ; 4-8. Bharata answers, pp. 100-101 ;
g-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 Temperameontal States. pp. 102-103 ; 23. The four kinds of Histrio-
nie 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
notes, and the four kinds of musieal instrument. p. 104 ; 29-31. The five
kinds of Dhruvi., pp. 104-105 ; 31-33. The Sentiments explained, pp. 105-
136 ; 33-38. Therelation 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
Turious 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 kinds
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 Anubkavas (Consequents) explained,
D.119; 6-7. The three kinds of State ; Dominant, Transitory and Tem-
peramantal, pp. 119-120 ; 7-8. Difference between the Dominant and the
other States pp. 120-121 ; 8-9. Love, p. 121 ; 9-10. Laughter, p. 121 ; 10-
14. Sorrow, p. 122 ; 14-20. Anger, pp. 122-123 ; 20-21. Energy, pp. 123
124 ; 21-25, Fear, p. 124 ; 25-26. Disgust, p. 125 ; 26-27. Astonishment
. 125 ; 27-29. The Transitory States, pp. 125-126 ; 27-30. Discourage-
ment, p, 126; 80-32. Weakness, pp. 126-127; 32-35. Apprehension,
pp. 127 ; 35-87. Envy, pp. 127-128 ; 37-48. Intoxication, pp. 128-129;
48-47. Weariness, p. 129 ; 47-48. Indolence, pp. 129-130; 48-49. Depression,
D- 130 ; 49-51. Ancisty, p. 130 ; 51-53." Distraction, pp. 180-131; 53-55.



XX

Recollection, p. 131 ; 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, . 185 ;
67-69. Despair, p. 135-136 ; 69-70. Impatience, p. 136 ; 70-72. Sleeping,
p. 136 ; 72-74. Epilepsy, p. 187 ; 74-76. Dreaming, pp. 137-138; 76-77.
Awakening, p. 138 ; 77-79. Indignation. p. 188 ; 79-80. Dissimulation,
pp. 188-139 ; 80-81. Cruclty, 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. Paralysis
and Trembling, p. 144; 97. Weeping, p. 144; 98. Chauge of Colour
and Horripilation, p. 144 ; 99. Chauge of Voice and Ifinting, p. 144 ;
100-106. Representation of the Temperamental States, pp. 144-145 ; 107-
124. Application of the States to the different Sentimbnts, hp. 145-147.

CuarteEr Ereur
THE GESTURES OF MINOR LIMBS, Pages 148-167

1-3. Sages question, p. 148 ; 4-6 Bharata answers, pp. 148-149 ; 7.
The meaning of abkinaya, p.149; 8-9. The four kinds of abkinaya, p.
149 ; 11-16. The Gesture : its three varietics, 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, pp, 158-154 ;
52-60. The Glances to cxpress the Dominant States, pp. 154-155 ; 61-84.
The Glances to express the Transitory States, pp. 155-158 ; 85-95. Uses of
Glances to express the Transitory States, pp. 158-159 ; 95-98. The eye-
balls, pp. 159-160 ; 99-102. Uses of the ayeballs, 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. 183 ; 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 cheeks, 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. 167 ; 159-165. Uses of the colour of the face, pp. 167-168 ;
166-167. The neck, p. 168 ; 167-173. Description and uses of the neck
gestures, pp, 168-169.

CuaprTer NINE
THE GESTURES OF HANDS, Pages 170-190

1-3. Bharata speaks, p. 170 ; 4-17. Sixtyseven gestures of the hand,
pp. 170-171 ; 17-126. Gestures of single hands, pp. 171-181 ; 126-155.
Grestures of combined hands, pp. 182-185 ; 156-159. Geeneral rules regard-
ing the wse of hand gestures, p.185 ;.160-185. Different movements of
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. hand gestures, p. 185 ; 166-167. Spheres of hand gestures, p. 186 ; 168-177,
The quantity of gestures, pp. 186-187 ; 178-204. Tho Danee-hands, pp. 187-
189 ; 205-211. The four Karanas of the hands, pp. 189-190 ; 212-214. The
movements of arms. p. 190,

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

1-9. The breast, pp. 191 ; 10-15. The sides, p. 192 ; 16-17. Usecs of the
sides, p. 192 ; 18, The belly. p. 192 ; :9-20. Uses of the belly, pp. 192-193 ;
21%4. 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. 194; 34-37. The
shank, pp. 194’.195 ; 28-40. Uses of the shank, p. 165 ; 41-51. The feet and
their uses, pp, 195-196 ; 52-54. The Caris, p. 196.

L] .
CEAarTER 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 carthly Caris, pp. 198-199 ;
29-49. The aerial Caris, pp. 199-201 ; 50-71. The Sthinas, pp. 201-203 ;
71-88. The four Nyayas in using weapons, pp. 203-205; 88-91. The
Saugthava, 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, pp. 205-206 ;
96-100 Health and nourishment of persons taking exercise ; p. 206.

Cuarter TWELVE
THE MANDALA MOVEMENTS, Pages 207-212

1-5. The Mandalas, p. 207 ; 6-41. The acrial Mandalas, pp. 207-210 ;
42-68. The earthly Mandalas, pp. 210-212.

CHAPTER THIRTEEN
THE DIFFERENT GAITS, Pages 213-237

1. Gaits for different characters, p. 213 ; 2-3. Entrance of dramatis
personae, p. 213 ; 4-7. Posture for superior and middling characters at the
entrance, p, 213 ; 8-10. The interval of their feet, pp. 218-214 ; 10-11. The
time for their steps, p. 214 ; 12-14. The tempo of their Gait, p. 214 ; 15-24.
The natural Gait, pp 214-215 ; 25-29 Ghait of kings, p, 216 ; 30-34.
Gait under speeial conditions, p. 216; 35-40. Tempo of Gaits under
special conditions, pp. 217 ; 41-48. Ghait in the Erotic Sentiment, pp.
217-218 ; 48-54. Gait in the Terrible Sentiment, p. 218 ; 54-56.  Guit in
the Odious . Sentiment, p. 218 ; 57-58. Gait in the Heroic Sentiment, pp.
218-219 ; 59-60. Ghait in the Marvellous and the Comic Sentimonts, p.
219; 61-69. Ghait in the Pathetic Sentiment, pp. 219-220 ; 70-75, Ghait
(of inferior characters) in the Terrible Sentiment, p. 220 ; 76-78, Gait of
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merchants and ministers, p. 220 ; 79-86. Ghait of ascetics and sectarians,
pp. 220-321; 87. Ghait of a person in darkness, p. 221; 88-92. Gait
of one riding a chariot, pp. 221-282; 92-95, Gait while moving in
the sky, p. 222; 96-100. Gait in ascending a lofty palace, p» 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 Kaiicukiya, p. 924 ; 115-117. Gait of emaciated, sick
and fatigued persons, p.225; 1138. Gait of a person walking a long
distance, p. 225; 119-120. Gait of a corpulent person p- 225 ; 121-}22.
Ghait of intoxicated persons, p. 225 ; 123-130. Ghait of a lunatid, p. 225 ;
131-136. Giait of lame men, cripples and dwarfs, p, 226 ;+137-146. 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 Mleccha tribes, p. 228 ; 152. Gait of birds ; 153-158. Gait of lions,
bears and monkeys, pp. 228-229 ; 159-17]. Walking postures of women,
pp. 230229 ; 171-177. Gait of women, p. 230 ; 177-179. Gait of young
women, p. 231; 179-181. Ghait of aged women, p. 231; 181-183. Gait
of handmaids, p. 231 ; 183-186. Gait of half-women, p. 23! ; 186-187. Gait
of children, p. 242 ; 187-18l. Ghait 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 ina
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- 284 ; 201-202. Sitting on ceremonial oceasions, p. 234 ; 202-203. Sitting
in pacifying a beloved woman, p. 234 ; 203-206. Sitting in worshipping a
diety, p. 234; 206-207. Seats for different characters, p. 234 ; 208-210.
Seats for male characters, p. 235 ; 210-214. Seats for female characters, p.
235 ; 215-216. Seats for ascetics and sectarians, p, 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
Zonal division, p. 238 ; 4-7. Utility of the Zonal division, p. 238 ; 8-10,
Indicating relative location on the stage, p. 239; 1l. The east on the
Stage, p. 239 ; 12-15. The rule of exit, p.232; 16, Indication of rank in
group walking, p. 239 ; 17, Indicating distance great, small and medium,
P 240 ; 18-20. Movements of gods and demigods p. 240; 21. Movement
of men in Bharatavargs, p.240; 22. Departure for a distant place,
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p 240 ; 28-82. Time allowed for the events of an Aet, pp. 240-241;
32-35. Movements of gods, p. 241; 36. The four Local Usages, pp.
241-242; 37-39. The Dakeindtya Local Usages, pp 242-243; 40-42.
The Avanti Local Usage, p. 243; 43-46. The Odra-Magadhi Loeal
Usage, 243 ; 47-49. The Paficala-Madhyama Local Usage, p. 244 ; 50-55.
The two-fold entranee in observing Local Usage, p. 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, pp. 246-247.

CuAPTER 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 gwo kinds of recitation, p. 248 ; 6-7. Different aspeets 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. 263 ; 28. The particle, p. 254 , 29. The affixes, 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 ; 88. 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 metres,
™ 260 ; 98-102. Classes of metres, p. 261.

CHAPTER SIXTEEN
METRICAL PATTERNS, Pages 262-292

1-2. Tanumadhya, p. 262 ; 3-4 Makaraka-§irsa, p. 262 ; 5-6. Malati,
p. 263 ; 7-8, Malinj, p. 263 ; 9-10. Uddhata, pp. 263-264; 11-12. Bhrama-
ramalika, p. 264 ; 13-14. Simhalekha, p. 264 ; 15-16. Mattacestita, pp. 264-
265 ; 17-18. Vidyullekha, p. 265 ; 19-20. Cittavilasita, pp. 265-266 ; 21-22.
Madhukari, p. 266 ; 23-24. Kuvalayamala, p. 266 ; 25-26. Mayiirasarini,
pp. 266-267 , 27-28. Dodhaks, p. 267 ; 29-30. Motaka, pp. 267-268 ; 31-32.
Indravajra, p. 268; 33-34. Upendravajra, pp. 268'-269; 35-36. Rathod-
dhats, p. 269; 37-38, Svigati, pp.269; 39-40. Salini, p. 270 ; 41-42.
Totaka, p. 270; 43-44 Kumudanibh, pp. 270-271 ; 45-46. Candralekha,
P 271; 47-48. Pramitaksars, pp. 371-272 ; 49-50. Vaméastha, p. 272,
51-52. Harinaplutd, pp. 272-273; 53-54. Kamadatta, p. 273; 55-56.
Apramey, p. 273-274; 57-58. Padmini, p. 275; 59-60. Patuvrtta,
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pp. 274-275 ; 61-62. Prabhavati; p. 275 ; 63-64, Praharsini, pp. 275-276 ;
65-66. Mattamaytra, p. 276 ; 67-68, Vasantatilaka, pp. 276-277; 69-70.
Asambadh, p. 277; 71-72. Sarabhd, pp. 277-278; 73-74, Nandimukhi,
" p. 278 ;. 75-74. Gajavilasite pp. 278-279 ; 77-78, Pravaralalita, p. 279 ;
79-80, Sikharipi, pp. 279-280; 81-82. Visabhacestita, p. 280 ; 83-84.
Sridhara, pp. 280-281; 85-86. Vaméapatrapatita, p. 281 ; 87-88. Vilam-
bitagati, pp. 281-282 ; 89-90, Citralekha, p. 282; 91-93. éﬁrdﬁlavikridita,
p. 283 ; 94-96. Suvadana, pp, 283-284 ; 97-99. Sragdhara, p. 284 ; 100-102.
Madraka, pp. 284-285 ; 103-105, Aévalalita, p. 286 ; 106-108. Meghamals,
p-286; 109-111. Krauieapadi, pp. 286-287; 112-114. Bhujanga-vijrm-
bhita, pp. 287-288 ; 115-118. The uneven and the semi-even metres ; p. 288,
119-120, Even metres, p. 288 ; 121-122. Pathya, p. 288 ; 128-124. Uneven
Pathya, p. 289; 125-126. Inverted Pathya, p. 290; 127-128. Capala,
p. 290; 129-136. Vipula, pp. 290-292; 137-138. Vina'visiki. p. 292;
139-140. Ketumati, p.292 1 141-142, Aparavaktra, p. 93 ; 143-144. Pugpi-
tagra, 293 * 145-146. Udgata, pp. 293-294 ; 147-151. Lalita, pp. 294-295 ;
152-159. Aryd metres, pp. 295-296; 160. Pathya Arya and Vipula Arya,
p-296 ; 161, Pathya Arya, p. 296; 162, Vipula Arys, p. 296 ; 163-164
Capala Aryi, pp. 296-297 ; 165. Mukha-capala and Jaghana-capala Arya,
p. 297; 166, Mukha-capala Arya, p. 297; 167-170. Jaghana-capala
Arys, p 298.
CHAPTER SEVENTEEN
DICTION OF A PLAY, Pages 299-322.

1-5. Thirtysix marks of a good play, pp. 299-300 ; 6. Ornateness,
p. 30; 7. Compactness, p. 300; 8. Brilliance, p. 301 ; 9. Parallelism, p.
301; 10. Causation, p. 301 ; 11. Hesitation, p. 301; 12. Favourable
Precedent, p. 301 ; 13. Discovefy, p. 302; 14. Tancy, p. 302; 15.
Unfavourable Precedent, p. 392; 16. Convincing Explanation, p. 302 ; 17.
Persuation, p. 303 ; 18. Distinction, p. 303 ; 19. Accusation of Virtues,
p. 333; 2). Exeell nes, p. 303 ; 21, Inference from Similitude, pp. 803-
304 ; 22. Multiplex Predication, p. 304; 23. Dagseription, 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. 393; 39. Clever Manners, p, 306 ; 31. Ceasure, p. 306 ;
32, Presumption, p. 306; 33. Celebrity, p- 306 ; 34. Interrogation;
35. Identity, p. 397; 36. Indirect Expresion of Desire, p, 307 ; 37.
Wit. p. 307 ; 38. Concealment, p. 307 ; 39. Enumeration of Merits,
p. 308; 4). Semi-uttered Expression, p. 398; 41-42. Compliment,
p.-308 ; 83. Four figures of Spaech, p. 398; 44. Simile, p. 309 ; 45-49.
Number of objects compared, p. 339 ; 5. Five kindy of simile, p. 309 ;
51. Simile of praise, p, 309 ; 52. Bimils of eensure, p. 309 ; 53. Simile
of conceit, p. 309 ; 24. Simile of uniqueness, p. 310 ; 55-56. Simile of
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Partial likeness, p. 310; 57-58, Condensed Expression, p. 310 ;  59-60.
Metaphor, Pp. 310; 61. Yamaka, p. 311; 62-64. Ten kinds of
Yamaka, p. 311 ; 65-66. Padant a Yamaka, p. 311; 67-68, Kaiiei Yamaka,
pp- 311-312 ; 69-70. Samudga Yamaks, p, 312 ; 71-72. Vikranta Yamaks,
p. 312; 73-74. Cakravila Yamaka, p 313; 75-76. Sandasta Yamaka,
p. 313; 77-78. Padadi Yamaka, pp. 313-314; 79-8). Emredita Yamaks,
p. 314 ; 81-82. Caturvyavasita Yamaka, p. 314; 83-87. Maldi Yamaks,
pp. 314-315; 88, Ten faults, pp. 315-316; 89. Circulocution and super-
fluous Expression, p. 316; 90-91. Want of Significance and Defective
Significance, 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. Gynas, . 317; 96. Ten Gunas, pp. 317-318; 97. Synthesis,
p. 318 ; 98. Perdpicuity, p. 318; 99. Smoothness, p. 318; 100, Coneentra-
tion, p. 318 ; - 191. Sweetness, p. 319 ; 102. Grandeur, p. 319; 103 Agree-
ableness, p. 319 ; 104. Dircetness of Expression, p, 319 ; 105-106. Exalted-
ness, pp. 319-320 ; 107, Alamkaras and Grunas, p- 320; 108-110. Sounds
and figares 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 Purious Sentiments, . 321 ; 114-.15. Vowel length in different
Sentiments and States, p. 321; 116-122. Uses of prolated vowels and
eaphony, pp. 331-322,
CuapTeER EIGHTEEN

RULES ON THE USE OF LANGUAGES, Pages 323-334

1-2, The Prakritic Recitation, p. 323 , 3-5, Three kinds of Prakritic
Recitation, p. 323; 6-17. Vowels and simple consonants, pp. 324-325;
18-25. Conjunct Consonants, pp. 325-326; 26. Four types of language,
p- 226 ; 27. The Superhuman and the Noble languages, p. 327 ; 30. The
two kinds of Reeitation, p. 327 ; 31. Occasion for Skt. Recitation, p. 328 ;
32-35. Oceasion for Pkt Reecitation, pp. 328-329; 36-46. Exception to
the rule for Pkt. rceitation, pp. 329-331; 47-48, Seven major dialects,
p. 331; 49-51. Uses of major dialects, pp. 331-332; 52-55. Uses of minor
dialects, pp. 332-333; 56-61. Distinguishing features of various local
dialeots, pp. 333-334.

CHAPTER NINETEEN
MODES OF ADDRESS AND INTONATION, Pages 335-354

1-2. Differont modes of address, p.335; 3. Modes of addressing
males, p.335; 4. Addressing gods, scctarian teachers and learned men,
p-835; 5. Addressing Bralmins, the king, the teacher and an old man,
D 336; 6. Brahmins addressing the king, p. 3365 7. Brahmins address-
ing ministers, p., 336; 8. Addressing the equals, Previledged inferiors

D



. XXVI

addressing superiors, pp. 336-337; 9. Addréssing employces, artisans
and artists, p. 337 ; 10. Addressing persons, of respeet, ‘addressing per-
sons of equal status p. 337; 11, The charioteer addressing the chariot-rider,
Addressing an ascetic or a person with beatitude, pp. 337-338; 12.
Addressing princes, Addressing inferior persons, p. 338; 18, Addressing
persons by their occupation or birth, p. 339 ; 14. Addressing a son or a
diseiple p. 339 ; 15. Addressing Buddhist and Jain monks, Addressing
persons of other seets, 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 Jesfer,
p. 340 ; 19, Women addressing their husband, p. 341 ; 20. Addressing the
clder and the younger brothers, p 341 ; 21, Modes of nddress'ing women and
female asceties and goddesses, p. 341; 22. Addressing wives of senior
persons, and clderly 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 a sister, pp 342-343; 26. Addressing a
Brahmin lady, a nun or a fenale 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 Brahmins 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.345; 45. Naminz superiors, p. 345 ;
37-37a, Naming other persons, p. 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; 43. Uses of the four accents;
p. 347; 43-44, Two ways of intonation, p- 347; 45. The Six Alam-
karas, p. 348; 45 57. Uses of the six Alamkiras, pp. 348-350; 58-59,
Intonation in different Sentiments, Six limbs of enuneiation, pp. 350-351 ;
59-60, Pause defined, pp. 351-352; 60-61. Uses of Pause, p. 352 ; 62-67.
Hands in connexion with Alamkiras and Pause, p. 352 ; 68-78. Drawn-
out syllables ahd their use, pp. 353-354.

Cuarter TweENTY
) TEN KINDS OF PLAY, Pages 355-379

1-9 Tenfold division of plays and their structure, p. 355; 10-12.
The Nitaka, p. 356 ; 13-18 The Act, pp. 356-357; 19-26. Incidents not
direetly presentable in an Aet, pp. 358-359 ; 27-35. The Introductory Scene,
pp. 359-360 ; 36-38, The Supporting Scene, pp. 360-361 ; 39-40. Number
of dramatis personae,p. 361; 41-42. Introducing chariots and palaces
on the stage, pp. 361-362; 43-47. Introducing an army on the stage
p-362; 48-50. The Prakarana, pp. 262-364; 59-63. The Natika, pp.
. 364-365 ; 64-66, The Samavakara, pp. 865-366; 67, The first act of the
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Qamavakara, p. 366; 68-69. The second aed the third acts of the Sama-
yakara, pp- 366-367 ; 70. The threc kinds of Excitement, p. 367 ; 71.
Three kinds of Deception, p. 367 ; 72. Three kinds of Love, p. 367 ; 73.
Love together with duty, pp. 367 ; 74. Love together with material gain,
p. 368; 75. Love due to passion, p.368; 76-77. Metres not allowed in
the Samavakara, p. 368 ; 78-83, The Thamrga, pp. 368-369 ; 84-89. The
Dima, p. 3705  90-93. The Vyayogs, p. 370; 94-96. The Utersti-
kanka, p. 371 ; 97-101. Scenes with celestial Heroes, pp-372. 371 ; 102.
The Prahasana, p, 372 ; 103-104, The pure Prahasana, p. 372; 105-107. The
mixed Prahasans, pp. 372-373; 107-111. The Bhana, p. 373; 112-113,
The Vithi, pp. 373-374; 114-116. Thirtcen types of the Vithi, p. 874 ;
117. Accidentd]l Interpretation, p.374: 118. Transference, p. 874 ; 119
Ominous Significance, p. 374 ; 120-121. Incoherent Chatter, p. 875; 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’sTalk, p. 376; 129-131. Undue
Combination of Words, p. 376 ; 132-133, The Lasya, p. 377 ; 134-135. The
twelve types of the Lasya, p. 377; 136-137. Geyapada, p. 377; 188,
Sthitapathya p, 378; 189, Asina, p.378; 140. Puspagandika, p. 378 ;
141, Pracchedaks, p. 378 ; 142 Trimtudhaka, p. 378 ; 143. Saindhavaka,
p. 378; l44. Dvimtudhaka, p. 379 ; 145. Uttamottaka, p. 379 ; 146.
Vicitrapada, p. 379 ; 147, Uktapratyukta, p. 379, 148-150. Bhavita, p. 379,

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 Results, pp. 381-382; 16-17. Play to begin with
the Principal Plot, p. 382 ; 18-19. Rules about the omission of Junctures,
. 382 ; 20-21. The five clements of the Plot, p.382; 22. The Germ,
p. 383; 23. The Prominent -Point, p. 383 ; 24. The Episode, p. 383 ;
25. The Episodical Incident, p. 383 ; 26-27. The Dénoucment, 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 First Episode
Indication, p. 384 ; 32. Tho 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 Opeaing, p. 385 ;
39, The Progression, p. 385; 40. The Development, p. 385 ; 41, The
Pause, pp. 385-386 ; 42-43. The Conclusion, p. 386 ; 44-47. Junetures
vary in differont types of Drama, p.386; 48-50. Subjuncture, p. 387 ;
51. Alternative Junctures, p. 38%; 53-68. LThe sixfold needs of the Limbs
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of the Junctures, p. 387 ; 54-87. Uses of the Limbs of the Junctures,
pp- 387-388 ; 58-68. The sixtyfour limbs of the Junetures, pp. 388-389 ;
69. Limbs of the Opening, Suggestion, p. 389 ; 70. Enlargement, Establish-
ment, p. 389; 71 Allurement, Decision, pp. 389-390; 72. Accession,
Settling, p. 390; 73. Conflict of Feelings, Surprise, p. 390; 74. Dis-
closure, Activity, 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. 891 ; 79. Moving Forward, Hindranee, p. 391 ;
80. Pacification, Sweet Words, pp. 391-392; 81. Thunderbolt, Reference,
p 892; 82. Meeting of Castes, Limbs of the Development, p. 362;
83. Mis-statement, Indication, p, 392; 84. Supposition, Exaggeration
p. 392 ; 85. Progress, Propitiation, p. 393 ; 86. Deducti011,|' Supplication,
p. 393 ; 87. Revelation, Quarrel, p. 393 ; 88. Outwitting, Dismay, p. 393 ;
89, Panicky Commotion, Limbs of the Pause, p. 393 ; 90. Censure, Angry
Words, p. 894 ; 91. Insolence, Placation. p. 894 ; 92. Assertion, Rever
ence, p.394; 93. Rebuke, Lassitude p. 394; 94. Opposition, Alter-
cation, p. 894; 95. Summing Up, Humiliation, p. 39 ; 965. Foresight,
Limbs in the Conclusion, p. 395; 97. Junction, Awakening, p. 395 ; 98,
Assembling, Ascertainment, p. 395; 99. Accusation, Confirmation. pp.
395-396 ; 100. Gratification, Joy, p. 396 ; 101. Deliverence, Surprise,
p- 396; 102. 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. .

CHAPTER TWENTYTVWO

THE STYLES, Pages 401-409

1-5. The origin of the Styles, p. 401 ; 6-11. The origin of the
Verbal Style, pp. 401-402 ; 12. The origin of the Grand Style, p. 402 ;
13. The origin of the Graceful Style, p. 402 ; 14-16. The origin of the
Energetic Style, p. 402 ; 17-25. The origin of the Nyaya, pp. 408-404 ;
86. The four varieties of the Verbal Style, p 404 ; 27. The Laudation, p.
404 ; 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; 34-87.  Personal Business, 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 ; 48 Change of Action, p- 406 ; 44 The
.- Harsh Discourse, p. 306 ; 45-46. Breach of Alliance, p. 406 ; 47. The
QGraceful Style, p. 407 ; 48. The four varieties of the Graceful Style, p.
407 ; 49-50. The three-kinds of Pleasantry, p. 497 ; 51, Begioning of
Pleasantry, p. 407 ; 52. Unfoldment of Pleasantry, p. 407 ; 58-64, Covert



XXIX

Pleasure, p. 408 ; 55-56. The Energetic Style, p, 408 ; 57. The four
varieties of the Energetic Style, p. 408 ; 58, Compression, pp. 408409 ;
49, Commotion, p. 409 ; 60. Raising the Theme, p, 409 ; 61-62. Conflict
p. 409 ; 63-85. Styles according to Sentiments, p. 409 ;

CHAPTER TWENTYTHREE
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,
p. 411 ; 13. Worn ornaments, Put-round ornaments, p. 412 ; 14. Ornaments
according habitation and tribal origin, p. 412 ; 15. Ornaments for males :
Head ornament, Ear ornaments, p- 412; 16. Neck ornaments, Pinger
ornaments, pp- 412-413 ; 17.  Ornaments of the forearm, Wrist ornaments,
p. 413; 18, Oruaments above the elbow, Breast ornaments, p 143 ;
19. Ornaments for the entire body, Waist ornaments, p. 418 ; 28-28.
Ornaments for females : Head ornaments, p. 419 ; 23-25. Ear ornaments,
pp. 414415 ; 26-27. Neck ornaments. p. 415; 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 cclestial
women p. 418-419 ; 52. Siddha women .p. 419 ; 53. Gandharva women
p. 419 ; 54. Raksasa women, p. 419 ; 55. Goddesses, p. 419 ; 56-57. Monkey
females, pp. 419-420 ; 58. Human females according to their countrics, 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. Women 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, 1. 422 ; 81. Living beings, p. 422 ; 82. Lifcless
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, p. 424 ; 93.
Colours for Bhiitas and Dwarfs, p. 424 ; 94-98. Colours of different
peoples of Bharatvarga, p. 424 ; 99-101. Colours of different tribes, p, 425 ;
102. Colours of different castes, p. 426 ; 108-109. Rules for the beard, p.
426-427; 110-127. Rules for different costumes, pp. 427-429 ; 128. Use of
masks, p. 429; 129-189. Three kinds of crown, pp. 430-431'; 189-145. Rules
of different hairs, p. 431 ; 146-148. The Sa jiva, p. 432 ; 148-155. The use
of weapons, pp. 432-438; 156-158, Usc of ‘other objects, p. 433 ; 159
Indra’s Banuer-staff, p. 433 ; 160-167. The Jarjara, pp. 433-434 ; »167-170.
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The Dapdakastha, p. 434 ; 170-180. The making of masks, pp. 435-436 ;
180-187. Other aceessories, p. 436 ; 187-198. The realistic and conven-
tional objects, p. 437; 198-208, Making of ornaments, pp. 488-439 ;
208-211. Use of weapons on the stage, p. 439.

CHAPTER TWENTYFOUR
THE BASIC REPRESENTATION, Pages 440-482

1-2. Importance of Temperament p. 440 ; 3. The definition of
Temperament, p. 440 ; 4-5. Feminine graces in the drama, pp. 440-441 ;
6. Physical graces of women, p. 441 ; 7. The origin of these graces p.
441 ; 8. Feeling, p. 441 ; 9-10. Emotion, p. 441 ; 11.  Passion, p. 441 ;
12-13. Natural Graces of women, p. 442 ; 14. Sportive Mjmicry, p-442;
15, Amorous Gestures, p. 442 ; 16, Dishabille, p. 442 ; 17.  Confusion,
p. 442 ; 18. Hysterical Mood, p. 443 ; 19. Manifestation 6f Affection, p.
443 ; 20. Pretended Anger, p. 443 ; 21, Affected Coldness, p. 443 ; 22,
Lolling, p, 443. 23. Want of Respousc, p- 443 ; 24. Involuntary Graces
of women, p. 444 ; 25. Beauty, p. 444 ; 26 Charm, Radiance, p. 444 ; 27,
Delicacy p. 444 ; 28. Self-control, p.444; 29-30 Courage, Dignity, p.
444-445 ; 31. Eight aspects of the male Temperament, p. 445 ; 32. Brilli-
ant Character, p. 445 ; 33. Graceful Bearing, p. 445 ; 34. Self-posse-
ssion, p. 445 ; 85. Tenacity, pp. 445-446 ; 36. Gravity, p. 446 ; 37. Spor-
tiveness, p. 446 ; 38. Nobility. p. 446 ; 39, Spirit, p. 446 ; 40-41. Hist-
rionic Representation through the body, p. 446 ; 42. Word, p. 447 ; 43.
Stea, p. 47 ; 44 Aiikura, p. 447; 45. Sikha, p. 447 ; 46-47. Natyayita,
P 447 48, Nivgltyaikara, p. 448; 49-3 1. Twelve forms of the verbal
Rorpesentation, p 448 ; 52. Accosting, Prattling, p. 448; 53. Lament,
Repeated Speaking. p. 448 ; 54. Dialogue, Change of Words, pp. 448-449 ;
5. Message, Agreement, p. 449 ; 56. Command, Pretext, p. 449 ; 57.
Instruction, Statement, . 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
Historionie Representation, p. 451; 78. Laksana defined, p. 452 ; 79.
Practice preferred to ‘he QEstra, D. 452; 80. Representation of the
sensual perception, p. 452 ; 8l. Sound, p. 452 ; 82, Touch, p. 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.
45'3; 88-89. The favourable mind, p. 353 ; 90. The unfavourable
mmg, P 4533 91-92. Lhe jndifferent mind, P 453 ; 93. The meaning
of 'personal > aud the meaning of “external”, DD 453-454 ; 94-05.
Desire, p. 454 ; 95-06. Love, p. 454; 97.98. Erotic Affair, p. 454 ;
din b e buks oy 19108 The woman o
0106, i o A4 Ga,ndhar » The woman of Asura type, p. 455 ;

. va type, p. 485 ;  107-108, The woman of



XXX

Raksasa type, p. 4855 109-110. The woman of Naga type, p. 455 ; 111-
119. Thé woman of bird type, p. 456 ; 113-114, The woman of Piiea
type, p. 456; 115-116. The woman of Yaksa type, p. 456 117. The
woman of tiger type, p- 456 118119, The human female, pp. 456-457 ;
120-121. The woman of monkey type, p. 459 ; 122-123. The woman of
clephant type, . 457 ; 124-125. The woman of docr type, p. 457 ; 126,
The woman of fish type, p. 457 ; 127-128. The woman of camel type, p.
457 ; 129. The woman of Makara typo, p. 458 ; 130-131. The woman of
ass type, p. 4585 132-133, The woman of swine type, p. 488; 134-135.
Theewoman of horse tvpe, p. 458 ;  136-137. The woman of buffalo type,
p. 458; 188139, The woman of goat type, p. 458-459 ; 140-141. The
woman of horse ype, p. 459 ; 142-143. The woman cow type, p. 459 ; 144~
147. Etiquette tbwards women, pp. 459 ; 147-149. Two elassess of Eti-
quette, p. 460, 149-150. King's Etiquette towards women, p. 460 ; 150-155.
The thres classes of women ; pp. 460-461 ; 156-159. The beginning of love,
p. 461 ; 160-162. Signs of love, p. 462 ; 163-165. Signs of a courte
zan’s love, p. 462 ; 166-167. Signs of love in a highborn lady, p. 462 ;
168. Signs of a maiden's love, p. 462 ; 169-171. Various stages of her love,
172-173. Longing, pp. 462-463, 174-175, Anxiety, p. 463 ; 176-177. Re-

collection, p. 463 ; 178-179. Enumeration of Merits, pp. 463-464 ; 180-

181. Distress, p. 464 ; 182-183. Lamentation, p. 464 ; 184-185. Insanity,
D. 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
the beloved one, pp. 465-466; 197. Relief in lovesickness, p. 466 ;
198-200, The female Messenger, p. 466 ; 201-207. The king’s Etiquette
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 Hernine having her husband in subjec-
tion, p. 268; 215. The Heroine seperated by quarrel, p. 268; 216,
The cnraged Heroine, p. 268; 217. The deccived Heroine, p. 268 ;
218. The Heroine with a sojourning husband, pp. 268-269; 219,
The Heroine moving to her lover, p. 269; 220. Representation of the
different Heroines, p. 469; 221-223. Enraged, 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 Horoine moving to their lover, p. 469 ; 226. The courtezan, p.
470 ; 227. The woman of high family, p. 470 ; 228. The hand-maid. p. 470 ;
229-232. How to meet a sleeping lover, p 470 ; 233-285. The Conjugal
Union, p. 470 ; 236. Behaviour at the Conjugal Union, p. 470 ; 237-289.
Preparation for the Conjugal Union, p. 471 ; 240-244. Acts prohibited on
the stage, p. 472 ; 945-252. The Heroine in cxpectancy. p. 472; 253-257.
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Personal omens, pp. 478-474 ; 258. Heroind’s reception of the beloved,
p. 474 ; 259-264. Recciving the guilty lover, pp. 474-475 ; ?64. Cat.zses
of jealouéy, e 475 ; 265-286. Depression; p. 475 ; 267-268, Mixed Feeling,
p. 475 ; 269-270. Disgust, pp. 475-476 ; 271-272. Anger, p 4.76; 273-292,
On treating a lover at fault, pp. 476-478 ; 293-298. Acts forbidden on the
stage, pp. 478-479; 299-300. Endearing terms for the beloved p. 47.9 3
301. Angry terms of address for tho beloved, p. 479 ; 302-309. Endearing
terms of address explained, pp.479; 310-319. Angry terms of address
explained, pp. 480-481 ; 320-328. Goddesses in human roles, pp. 481-482.

CHAPTER TWENTYFIVE 4

DEALINGS WITH COURTEZANS, Pages 48.3-492.

1-2. The definition of a Gallant, p. 483 ; 3-8, Qualities of a Gallant,
Pp. 483-484 ; 9-10. The female Messenger, 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. 486 ; 32-35. Aocts
winning women’s heart, pp. 486-487 ; 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; 46. 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 ; 5I.
Behaviour in the tertiary youth, p. 429 ; 52. Behaviour in the quarternary
youth, p, 489 ; 53-54. Five types of man, p. 489 ; 55. The excellent man,
D 489; 56-37. The superior man, ). 489; 68-59. The middling man,
D490 ; 60-61. The inferior man, p. 490 ; 62-63. The too old man, p. 490 ;
64-66. Psychological approach to women, pp490-491 ;  67. Coneiliation,
p- 491 ; 68, Gift. p. 491 ; 69. Dissention, Chastisement, p. 491; 70-72.
Application of Coneiliation, Gift ete. p. 491; 73. Reading a woman's
heart from her behaviour, p, 491 ; 74-80, A courtezan’s mercenary
treatment of men, p. 492,

CHaAPTER TWENTYSIX
SPECIAL REPRESENTATION, Pages 493-510

’ L. Special Representation, p, 493 ; 2-4. Day, night, scason cte. b.
Objeets on the ground, p. 493 3 6. Moonlight, happiness and air cto, p.
49:1; 7. The sun, dust, smeke cte, 8, Midday sun, p. 494 ; 9, Pleasant
objects, p. 494 ; 10. Sharp objects, p. 494; 11. Deap and exalted fecling,
D. 404 ; 1.2 Necklace and flowers ote, D.494; 13. The idea of entirety,
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P. 494 ; 14. Andible or visibls objects, p. 494 ; 15, Lighting, shooting stars
oto. p. 495 ; 16.  Repugnant objects, p. 495 ; 17. Hot wind and heat cte.
p. 495 ; 18. Lions, bears etc. p. 494 5 19. Worshipping superiors, p, 495 ;
20-22. Numerals, p. 495 ; 28. Umbrellas, Banners ete, p. 496 ; 24. Memory
and meditation cte, p. 496 ; 25, Height, p. 496 ; 26. Past and Cessation
cto, p. 496 ; 27. The autumn, p. 496 ; 28-30. The early winter, pp. 496-
497 ; 81. The winter, p. 477 ; 32. The spring, p. 497 ; 33. The summer,
p- 497; 34, The rains, p. 497; 35. The rainy night, D. 497 ; 36-37.
Seasons in general, pp, 497-498; 38. The States, p. 498 ; 39-40. The
Detgrminants, p. 498 ; 41-44. The consequents, pp. 498-499 ; 45-46. Gencral
dircctions for representation, p. 499 ; 47. Men’s and women’s offorts, p.
499 ; 48. Women's mevements of limbs, p. 499 ; 49, Meaning of words,
p. 499 ; 50-51. Joy, p. 499-500 ; 52. Anger, p. 500 ; 53-54. Jealous Anger of
 women, p. 500 ; 5. Men's sorrow, p. 500; 56-57. Women’s sorrow, D.
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 éﬁrikﬁs, p. 501.
66. Big birds, p. 501; 67. Asses and Camels, p. 501 ; 68-70. Bhiitas and
Pidaeas, p. 502; 70-71. Greoting an invisible person, p. 502 ; 71-73.
Grocting gods superiors, p. 502; 73-74. Great crowd, and friends ete,
p. 502; 74-75. Mountains and tall trecs, p. 502; 75-78 Wide expanse
of water, pp. 502-503; 78-79. A house and darkness ete, p. 503 ; 79-80.
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INTRODUCTION

I. The Present Work
1. General 'Hislory of the Study

Bince the West came to know of the Sanskrit literature through
William Jones’s translation of the éakuntalﬁ‘, 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
firgt volume of his famous work on the subject? deplored that the Natya-
{astra, mentioned and quoted in several commentaries and other works,
had been lost for ever®. F. Hall who published in 1865 his cdition of the
Daéarpa’, a fedieval work on the Hindu dramaturgy, did not sce any Ms,
of the Natyssastra till his work had greatly advanced®. And for the time
being he printedl the relevant chapters of the Natya$istra as an appendix to
his Daéaripa. Later on he undertook to critically edit the Ms. of the
Natyadastra he acquired ; but this venture was subsequently given up,
due perhaps to an insufficieney of materials which consisted of one unique
Ms. full of numerous /acunae.® 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, a Glerman scholar, published on
the basis of Mass. discovered up till that date a valuable article’ on the
contents of the Natyadastra, 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
XVII® and in 1884 chapter XV (in part) and the chapter XVI® of the
Natyaéastra. This was soon followed by his publication of chapters VI
and VII in 1884.'° And J. Grosset another French scholar and a pupil
of Regnaud, published later on (in 1888) chapter XXVIII*! of the Natya-
$astra which treated of the general theory of Hindu music.

! Sacontale, or the Fatal Ring. Translated from the original Sanskrit and
Pracrita, Caloutta 1789,

"+ H H Wilson, Select Specimens of the Theatre of the Hindus (3 vols),
Calcutta, 1826-1827. *  Wilson, p. 37. Grosset, Introduction, p. iij.

* The Dasarupa by Dhananjaya (Bibliotheca Indica), Calcutts, 1861-1865.

*  Grosset, Introduction, v. iij. ¢ See note 5 above.

* Ueber Bharata's Nafyasastrsm in Nachrichten von der Koeniglischen
Gesellschaft der Wissenschatten, Goetingen 1874, pp. 86 ff. Ref. Grosset, Introduction
P x; ID.pp 2-3.

* Le dixseptiome ohapitre du Bharatiya-natyasistra. Annales du’ Musee
Guimet ; Tome, 1. 1880, pp. 85 ff.

* La metriqgue do Bharats, texte Sanscrit de deux chapitres du Nafyasastra
publio pour promier fois et suivi d’une, interpretation francaise, Annales due Musee
Guimet, Tome, IE, 1884, pp. 65 ff. 10 Rhetorique sanscrite, Paris, 1814,

11 Qontribution & Petude de la. nusique hindou, Lyons, 1888
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But the different chapters of the work and studies on them, which
were published up till 1888, though very helpful for the understanding of
some aspeots of the ancient Indian dramatic works eannot 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
specific direction. Though he had access to three more or less complete
Mss. of the Natyasastra, Lévi does not seem to have made any sérious
attempt to make a close study of the entire work except its chapters
XVII-XX (XVIII-XXII of our text) and XXXIV. The,reason for his
relative indifference 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 difference that he utilised
for the first time the relevant chapters of the Natyadastra,!* to check
the aceuracy of the statements of later writers on the subject like
Dhanaiijaya'® and Vi$vanatha'* who professed their dependence on the
Natyadastra. But whatever may be the drawback of Lévi’s magnificient
work, it did an excellent service to the history of ancient Indian
drama by focussing the attention of scholars on the great importance of
the Natyadastra. Almost simultaneously two Sanskritists in India as
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’s'® critical edition of its chapters I-XIV based on all the
Mes, 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 materials available, it is possible now-a-days to improve upon his
readings in a few places, Grosset's work will surely remain for a long
time a landmark in the history of the study of this important text. It is
a pity that this very exeellent work remains unfinished. But a fact
cqually deplorable is that it failed to attract sufficiont attention of scholars

11 Chapters XVII-XX ( XVIL-XX{I of our text ).

1+ The author of the Dasatupa. See above note 4.

t¢ The author of the Schityadarpana. See below.

1+ Sri Bharatamuni-pranitam, Nalyasatram, ( Kavyamala, 42 ) Bombay, 1804.

¢ Treate du Bharata sur lo Theatro, Texte sanscrit, Edition critique. Tome
1. Pardie, I. (.Ammlca de ¥ Universite de Lyons, Fn.ocA 40, 1898)
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interested in the subject. Incomplete though it was, it nevertheless
contained a good portion of the rules regarding the presentation of plays ou
the stage, and included valusble 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 plays after Lévi
depended more on his work than on the Natyafastra itself, even when
this was available (at least in a substantial part) in a eritical edition. Tt
may very legitimately be assumed that the reasons which conspired to
render the Natya§astra 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 Natyalastra by the Kashmirian Abhinava-
gupta'? seemed to give, however, a now impetus to the study of the
work. And it appeared for the time being that the Natya$astra would
yield more secréts treasured in the body of its difficult text. 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 Natyadastra, it suffercd from a very faulty trans-
mission of the text. Not only did it contain numerous lacunae, but quite
a number of its passages were not liable to any definito interpretation due
to their obviously vitiated nature. Of this latter condition the learned
oditor of the commentary says, ‘the originaly are so incorreet that a
scholar friend of mine is probably justified in saying that even if Abhi-
navagupta descended from the Heaven and seen the Mss, he would not
casily restore his original reading. It is in fact an impenctrable jungle
through which a rough path now has been traced’”. The textual condition
of Abhinava’s commentary on chapters VIII-XVII (VIII-XX of our
text) published in 1934'® was not appreciably better.

But whatever may bo the real value of the commentary, the two
volumes of the Natyadastra published from Barods, 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 Mss. of the text as well
83 from the commentary. These sometimes throw new light on the con-
tents of Natyadastra, A study of these together with a new and more or

11 Dr, 8. K. De seems to be the first in announcing the existence of a more or
less complete Ms. of Abhinava’s commentary, and in recommending its publication.
Seo Skt, Poetics, Vol I. pp. 120121,

¢ Natyasastra with the commentary of Abhinavagupta. Edited witha prefacs,

ppendix and Index by Ramakrishna Kavi. Vol 1, Baroda 1028,
s Natyasastra with the commentary of Abhinavagupta, Edited with an
ntroduction and Index by M. Ramakristna Kavi. Vol,J1, Barods, 1034,
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less complete (though uncritical) text of the work published from Benares
in 1929°° would, itis 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 beén given for the first time a com-
plete annotated translation of the major portion of the Natya§astra based
on a text reconstructed by the author. *!

2. The Basic Text

The toxt of the Natyaéastra as we have seen is not available in a
complete eritieal edition, and Joanny Grosset’s text (Paris-Lyons, 1898)
does not go beyond ch. XIV. Hence the translator had to prepare a cri-
tieal 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 sccond, Benares,
1929). As the text of the Natyaéastra has been 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 reccnsions, 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 unorthodox 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
the Natyaéastra his text has ‘un caractere largement éclectique’ (Introdue-
tion, p. xxv) and he further says ‘nous n’avions pas l'ambition chimérique
de tendre a 1a reconstitution du Bharata primitif......(Joc. ¢st.). Condi-
tions do not seem to have chaged much sinee then.

20 Sri-Bhanft.muni-pmnitam Natayasastram. (Kashi-Sanskrit Series), Benares,
1929,

1 This edition will be published later on. The following chapters of the NS, have
been translated into Fronch: ch XIV and XV ( our XV and XV1) Vagabhinaya by
P. Regnaud in his Metrique du Bharata ; see note 8 above, eh. XVII ( our XVIII)
Fhasavidhana by Luigia Nitti-Dolei in her Les Grammairiens Prakrit, This has been
partially ( 1-24  translated into English by the present writer in his Date of the Bharata-
Natyasasrra, See JDL, 1930, pp. 73f. Chapter XXV III by J. Grosset in his Qontribution
al'etude do la musique hindou ; see note 10 above. Besides these, ch, XXVIII by B,
Breoler in his Grund-elemente der alt-indischen Musik nach dem Bharatiya-nalya-
sastra. Bonn. 1922, and ch. 1V by B. V. N. Naidu, P. 8. Naiduand O.V. R. Paitlu in
the Tandavalsksanam, Madras, 1936 and chapters I-[II translatéd into Bengali by
the late Pandit Asokenath Bhattacharyya in the Vasumati, 1352 B 8.
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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 a number of
~ of explanatory words [enclosed in rectangular brackets] in order to bring
out properly the cxact meaning of the condensed Sanskrit original.
Technical terms have often been repeated (within eurved 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-
derdd into English they were treated in two different ways: (1) they were
given in romanised form with initial ecapital letters e.g. Bhana and Vithi
(XX. 107-108, *112-113), Nyaya (XXIL 17-18) ete. - (2) Words given as
translation have been adopted with a view to indicating as far as possible
the exact significance of the original, e.g. State (04Gvs) Sentiment (rasq),
VI. 33-34. Discovery (prapti), Persuasion (siddk:), Parallelism (#dika-
rana) (XVIL 1), Prominant Point (3:24%), Plot (vasts) (XX.15) ete :
Lest these should be taken in their usual English sense they are distin-
guished by initial capital letters. Constantly occuring optative verbal
forms have been mostly ignored. Such verbs as Auryaf and dhavet 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 #sce verse, when such was con-
sidered necessary from the context.

4, Noles to the Traslation

Notes added to this volumes fall generally into three eategories.
(a) Text-critical. As the basic text is not going to be published imme-
diatcly, it has been considered neecssary to record variant readings,
For obvious reasons variants which in the author’s opinion are less
important have not been generally recorded. (b) Explamatory. These
include 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) Mafersals
Jor Comparative Study. A very old text like the Natyaddstra not
illuminated by anything like a complete and lucid commentary, should
naturally be studied in comparison with works treating similar topies
directly or indireotly, Henee such materials have been carefully collated
as far ag the resources at the author's disposal permitted.

1‘liiﬂ.See M, Ghosh, “The N, and tho Abhinavabharats” in IHQ vol. X, 1934,
PD- 1614,

F
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Bat even when supplied with these notes, readers of this translation

may have some difficulty in reconstructing from the work written in

8 difyse manoer the picture of the sacient Jodian drama in ite thestrics!

as well as literary form, as it existed ia the fhoary sotigurty. 10 give

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

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

The word “Natya” has often been translated 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 Natyaéastra, 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 points 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
niiaka par se nature autant que par son nom se rapproache de la dance
seenique ; le drame cst V'action meme” (Joc. ct?). Lévi however did not
for reasons stated above fully utilize in this eonnection the Natyadastra
which contains ample materials for clarifying his eonclusion.

The essential natare of the (Natya) derived from its etymology
cannot by any means be ealled fanciful. For in the Harivaméa! (e. 200 A.C)
we meet with an expression like #a{akam nanytuh (they danced a play) and
the Karpuramafijari’ (e. 1000 A.C.) has an expression like sattaam
naccidavoan (a Sattaka is to be danced or acted).

The terms like riipaka or riipa (representation) and preksa (specta-
cle), all denoting dramatic works, also characterise 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 merc spectacle; but
they may also arise from the circumstance of the action itself, which is far

' Visnuparvan, Ob. 93. 81, 28, s Ed. M. Ghosh, p. 80,
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eferable and shows a superior poet, For the fable should beso construc-
that without the nssistance of the sight its incidents may excite horror
Wod commisserstion in those who hear them only; » » . s
tBut to produce this effect by means of the decoration discovers want of
art in the poct ; who must also be supplied with an expensive apparatus”
(I1. XIID).2

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
clements such as gestures and postures (angiks), words (ziciks), the
repfesentation of the Temperament (sa#/va), 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 tragedies, for example, they did not care much for the
specteale, if the declamation was properly made. For Aristotle himself says
that, “the power of tragedy is felt without representation and actors”
(1L II).*

Another peculiarity of the Hindu dramas was their general dependence
on dance (n7¢ya), song (gita), and instrumental music (sadya). Though
the chorus of the Greek tragedy introduced in it some sort of dance and
songs, the function of these elements seem to have been 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, a 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 ways 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 Natys, from the various terms
used to denote it, one should enquire what the ancient Indian theorists
exactly meant by the term (Natya) or what they regarded as being the
essence of the dramatio art as opposed to the arts of poetry, fiction or pain-
ting, To satisfy, our curiosity on this point the Natyalastra 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” (I 120).

* Poetics (Everymans Library), p. 27. ¢ Did.p 17.
* H.H, Wilson, On the Dramafio System of the Hindus, Calcutts, 1827, pp- 1620.
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This desoription seems to fall 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 (msmesss). 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
a8 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 Natya$astra lays down very elaborate
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 theorists ‘a poem to
be seen’ (SD. 270-271). By this term epic or narrative poetry and fiction
ete. are at once distinguished from drama whichis premincntly a spectacle
including & mimiery of activities of mortals, gods or demigods. It may
now be asked what exactly was meant by the word mimicry (arukarana)
used by the Indian theorists. Did this mean a perfeet reproduction of the
reality 7 For an answer to this question we are to look into the con-
ventions of the Hindu drama. .

2. The Dramatic Conventions

That the Hindu theorists turned their attention very early to the
problem of dramatic representation and cnquired about the exact place 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
“realistic” (lokadharami, lit. popular) and “conventional” (natyadharms,
lit. theatrical”. By the realistic practice, the Natyadastra (XIV. 62-76 ;
XXIIIL 187-188) means the reproduction of the natural behaviour of men
and women o the stage as well as tho cases of other natural presentation.
But from the very claborate treatment of the various conventions regarding
the use of dance, songs, gestures and speeches ete. by different characters
it is obvious that the 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 examination of circumstances
connected with the construction of a play as well us its production on the
gtage, it will be found that if the spectators are to demand realism very

¢ Poetics, p. b
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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. Crities
of ancient Indian dramas will do-well to remember this and to take care
to understand the scope and necessity of various conventions relating to
the production, so that they may better appreciate the art of great
play-wrights like Bhasa, Kaliddsa, Sadraka and Vidikhadatta.

3. Time and place in Drama

Hindu playwrights, unlike the majority of Greek tragedians, did
nover make any attempt to restrict the fictional action to a length of time
roeghly 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 dvfies such as saying prayers or taking meals (XX 23), and
the lapse of time between two Aects, which might be a month or a year (but
pever more than a year)’” was to be indicated by an Introductory Scene
(pravedaka) preceding the last one (XX. 27-28).

Similarly there was almost no restriction about the locality to which
individual Aectors, and gods in their human roles were to be assigned,
except that the human characters were always tobe placed in India ie.
Bharatavarsa (XX, 97),

4. The Unity of Impression

In spite of having no rules restricting the time and place relating to
different incidents included in the plot of a drama, the playwright had to be
carcful about the unity of impression which it was caleulated to produce.
For this purpose the Natyasastra seems to have the following devices :

The Germ (4ifa) of the play as well as its Prominent Point (3s7du)
was always to relats to every Act of the play and the Hero was sometimes
to appear in every Aot or to be mentioned there (XX. 15, 30).

An Act 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 oceuring in it (XXI). 106-111. All these, not only
helped the play to produce an unity of impression but also imparted to its
plot a rapidity of movement which is essential for any kind of successful
dramatic presentation.

5, Criticism of Drama

Indians from very early times considered plays to be essentially
‘spectacle’ (preksa) or ‘things’ to be vxsuahsed hence persons attending

' Bhavabhuti however violates the rule in his Uttara, in letting many years
Dass between Acts I and II,
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the performance of a play were always referred to (NXVIL 48-57) ag
‘spectators’ or ‘observers’ (preksaka)® and never as audience (§ro#y), 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 cxcept in
connection with its production on the stage This importance of the
representational aspeet of a play has possibly behind it an Listorieal reason,
Though in historical times we find written dramas produced on the stage,
this was probably not the case in very carly times, and the dialogucs
which contribute an important part of the drama were often impro-
vised on the stage by the actors®, and this practice scems to hate
continued in certain classes of folk-plays till the late medieval times!'?.
Hence the drama unaturally continued to be looked uporrby Indians ng
spectacles even after great playwright creators like Bhisa, Kalidasa,
Sudraka, and Bhavabhtti had writtn their dramas which in spite of
their traditional form were literary master-pieces.

Now, dramas being essentially things to be visualised, their judgement
should properly rest with the people ealled upon to witne<s them. This
was not only the ancient Hindn view, even the modern producers, in spite
of their enlisting the service of professional (dramatic) eritics, depend
actually on the opinion of the common people who attend their
performance.

The judgement of the drama which is to depend on spectators has
been elearly explained in the theory of the Sucerss diseussed in the Nitya-
fastra (XXVID). In this councetion one must remember the medley of
persons who uually assemble to witness a dramatic performance and what
varying tastes and inclinations they might possess. Ior, this may give us
some guidance as to what value should be put on their judgement which
appear to have no chance of unity. In laying down the characteristics of a
drama the Nityadastra has the following : “This (the Natya) teaches duty to
those bent on doing their duty, love to those who are cager for its
fulfilment, and it chastises those who are ill-bread or unruly, promotes self-
restraint in those who are diseiplined, gives courage to cowards, energy
to heroic persons, enlightens men of poor intelleet and gives wisdom to the
lo?med. This gives diversion to kings, firmness (of mind] to-persons afflicted
fvxth sorrows and [hints of acquiring] wealth to those who are for carning
it, and it brings composure to persons agitated in mind.  The drama as 1

* Preksa oceurring in N, 111, 99

in Pall Brahamajalasntta Sop Layi, IL p.
10

- 800m8 0 bo the same as ‘pekkhs’ montioned
! . *  Winternitz, Vol.I. pp. 101-102.
’ The Kr.mahrtnua. # collection of Middle Bongali songs on Krsna and
Radha’s love-affairs, seems to have been tho musical framework of a drama. We saw
porised dialogues wore g #pecial feature of the old typs

Bengali Yatras. Theso haye totally disa, i
¢ ppeared now under
theatre which depend on thoroughly written plays, the nfuoncoof modaro
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have devised, is a mimiery of actions and eonduets of people, whieh is rich
in various emotions and which depiets different situations. This will relate
to actions of men good, bad and indifferent, and will give courage, amuse-
ment and happiness as well as counsel to them all”’ (1.108-112).

It may be objected against the foregoing passage that no one play can
possibly please all the different types of people. But.to take this view of
a dramatic performance, is to deny its principal character as a soeial
amusement, For, the love of spectacle is inherent in all norial people and
this being so, every one will enjoy a play whatever be its theme, unless it
is*to contain anything which is anti-social in character. Tho remarks of
the author of the Natyaéastra 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 various aspects 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. 1.4). It is by way of cxemplifying the tastes of such
persons of different category that the Nityaéistra says :

“Young people are pleased to sce [the presentation of] love, the
learned a reference to some [religious or philosophieal] doctrine, the seekers
after money topics of wealth, and the passionless in topies of liberation,

Heroie 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 tastos of individual spectators were taken into consi-
deration by the author of the Natyasastra when he formulated his theory of
the Suceess. The Sucecess in dramatic performance was in his opinion of two
kinds, divine (da:veki) and human (manus)) (XXVIL 2). Of these two,
the divine Success seems to be related to the decper aspeets of a play and
came from spectators of a superior order i.c. persons posscssed of culture
and cducation (XXVIL 16-17), and the human Success related to its
superficial aspects and came from the average speetators who were ordinary
human beings. It is from these latter, who are liable to give expression to
their cnjoyment or disapproval in the clearcst and the most encrgetic
‘manner, that tumultuous applause and similar other acts proceeded
i(XXVII- 8, 8-18, 13-14), whilc the spectators of the superior order gave
{their appreciation of the deeper and the more subtle aspects of a play
(XXVII, 5, 6, 12, 16-17). During the medicval times the approval of the
pectators of the latter kind.came to be consid_ered appreciation par
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excellence and pro-ocoupied the experts or learned eritics. Thoy analysed
ita process in every detail with the greatest possible care in their zealous
adherence of Bharata’s theory of Sentiment (rasa) built upon what
may be called a psychological basis.

But in spite of this later development of this aspect of dramatie eri-
ticism it never became the preserve of specalists or seholars, Crities never
forgot that the drama was bacically a social amusment and as such depen-
ded a great deal for its success on the average spectator. Even the Natya-
éastra has more than once very elearly said that the ultimate court of appeal
concerning the dramatic practice was the people (XX. 125-126).  Henee o
fixed set of rules, be it of the Natyaveda or the Natyaddstra was never
considered cnough for regulating the criticism of a performance. This
scems to be the reason why special Assessors appointed to judge the
different kinds of action oceurring in a play (XXV1. 65-69), decided in
co-operation with the select spectators, who among the contestants deserved
to be rewarded.

6. The Four Aspects of Drama,

Though the Hindu plays are usually referrod to as ‘drama’ all the ten
varietics of play (ri4a) deseribed in the Natyadastra are not strictly speak-
ing dramasin the modern sense.  Due to the peeuliar technique of their
construction and produetion they would partially at least partake of the
nature of pure drama, opera, ballet or merely dramatic speetacle, To under-
stand this technique one must have knowledge of the Styles (27#5) of dra-
matic production deseribed in the Natyaéastra (XXII). These being four
in number are as follows : the Verbal (3kdrati), the Grand (salfvats), the
Energetic (aradkali) and the Graceful (#sisski). 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, is said tobe in the
Verbal Style (XXII. 25ff.), This is applicable mainly in the evoeation of the
Pathetic and the Mervellous Sentiments. The presentation which depends
for its effect on various gesturcs and speeches, display of strength as well as
acts showing the rise of the spirits, is considered to be in the Grand Style
(XXIL 38 ff). This is applicable to the Heroic, the Marvellous snd the
Furious Sentiments. The Style which includes the prosentation of a bold
person speaking many words, practising deception, falschood 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 (XXIL 55f1), The presenta-
tion which is specially interesting on account of charming costumes worn
mostly by female charaeters 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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f enjoyment, is said to constitute the Graceful Style (XXII 47ff). Itis pro-
! per to the Erotie and the Comic Sentiments,

; From a careful examination of the foregoing deseriptions one will see
that the Styles, excepting the Graceful, are not mutually quite exclusive in
their application. On analysing the description of different types of play

" given in tho Natyaéastra it will be found that the Nataka, the Prakarana.
the Samavaldara and the Thamrga may inelude afl the Styles in their presen-

 tation, while the Dima, the Vyayoga, the Prahasana, the Utsrstikarika, the
Bhana and the Vithi, only some of these (XX. 88, 96). Hence one may call
inte question the soundness of the fourfold theoretical division of the Styles
of presentation. But logically defeetive though this division may appear,

| it helps one gregtly 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 the ogher. It is a variation of emphasis on these, which is

- respongible for giving a play the character of a drama (including a dramatic

gpectacle), an opera or a ballet, Considered from this standpoint, dramas or

dramatic spectacles like the Nataka, the Prakarana, the Samavakara and
the Thimrga may, in their individual 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 Bhana, ihe Vyayoga and the
Utsystikanka are simple dramas devoid of dance and colourful costumes.

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

The Nataka. 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 Natyadastral.

(2) Subject-matter and division into Acts.

The Nitaka is a play having for its subject-matter a well-known
story and for its Hero a celebrated person of exalted nature. It deseribes
the character of a person deseending from a royal seer, the divine protec-
tion for him, and his many superhuman powers and exploits, such as
suceess in different undertakings and amorous pastimes; and this play
should have an appropriate number of Acts (XX, 10-12).

As the exploits of the Hero of the Nitaka have been restricted to his
suceess in different undertakings including love-matters, it is asort of
‘comedy’, and as such it can never permit the representation of the Hero’s
defeat, flight or eapturc by the cnemy or a treaty with him under compul-

1 NG, ignores the Uparupakas. For these sco SD. NL. and BhP. ote-.
G
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sion. Such n representation would negutive the subject of the play whie),
is the triumph or the prosperity of the Hero. But all these cxeept his (the
Hero's) death, could be reported in an Introductory Scene which may
come beforc an Aet. The presentation of the Hevo’s death was for
obvious reasons impossible in a comedy.

The first thing that attracts the attention of reader on opening .
Nataka, is its Prologue (sthagana or prastuvana). But according to th.
Natyadastra this was a part of the Preliminaries (prirraranca) and wag
outside the scope of the play proper (V.171). That famous playwrights
like Bhaisa, Kiliddsa and others wrote it themselves and made it the formal
beginning of their dramas, seems to show that they made in this matter
innovation which as great ereative geniuses they were fully entitled to.

But unlike the Greek plays the Hindu Natakas are divided into
Aects the number of which must not be less than five'or more than tey,
(XX.57). These Acts, however, are not a set of elearly divided seenes -
they usually are in modern western compositions of this eategory. An
Act of the Hindn drama consists of a series of more or less loosely con-
nected scenes® which due to its peculiar technique could not be separated
from one another, It has three important characteristics, ,

{i) Only the royal Hero, hix queen, ministor, and similar other im-
portant personages are to be made prominent in it and not any minor
character_(XX. 18). 'This rule seoms to be meant for securing the unity of
impression which has been referred to before,

(i1) Tt is to include only those incidents which conld take place in
course of & 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 ina clearly separated part of it, called
the Introductory Scene (pravefaka) 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 oceurred in the interval between two
Acts (XX. 81). Evidently these latter sliould be of secondary importanee
for the action of play, But according to the Nityaéastra these should
not eover more than a year (XX. 28). This allowanee of a rather long
period of time for less important events occurring between two Aets of a
Nitaka was the means by which the Hinda vlaywrights imparted speed to
the action of the play and compressed the entire plot distributed through
many cveats over days, months and years 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 a course, running

* Seonoto 2 in IV, helow.
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away, marriage, a miracle, a " battle, loss of kingdom, death and the siege
of a city and the like (XX. 20, 21). The purpose of this prohibition was
probably that, when elaborately presented in an Act, these might divert
much of the spectator’s intercst from the line of the principal Sentiment
which the play was to evoke and might therefore interfere whith the unity
of impression which it was to make,

(b) Explanatory Devices

(1) The Introductory Sceme. It has been shown before how the
Hitdu playwrights divided the entire action of the Nataka into two sets
of events of which the onc was more important than the other, and how
they represented in its Aets the important set, whereas the less
important ones *were reported, whenever nccessary, in an Introductory
Scene giving @ne the idea of the time that intervened between any two
Acts. This Seene is one of the five Explanatory Devices (arthopaksepaka)
which were adopted by the playwright for clarifyine the obscurities that
were liable to oceur due to his extreme condensation of the subject-matter.

The other Explanatory Deviees are as follows: The Intimating
Speech (citfrka), the Supporting Scenc (viskambhaka) the Transitional
Scene (ankdvatara) and the Anticipatory Scenc (aikamukha).

(i) The Intimaling Speech. When some points [in the play] are
explained by a superior, middling or inferior character from behind the
curtain, it is called the Intimating Speech (XXI. 108).

(iii) ZThe Supporting Sceme. The Supporting Scene relates to the
Opening Juncture only of the Nataka. Itis meant for describing some
incident or ocearrence that is to come immediately after (XXI. 106-107).

(iv) The Transitional Sceme. When a scene which occurs between
two Acts or is a continuation of an Act andis included in it, relatesto
the purpose of the Germ of the-play, it is called the Transitional Seene’
(XXI. 112).

(v) The Anticipatory Scene. When the detached beginning of an
Act is summarised by a male or a female character, it is called the Anti-
cipatory Scene (XXI. 112).

(¢) The Plot and its Development

The Plot or the subject-matter (pasfs) of a Nataka may be twofold :
“he principal” (adkikirika) and the “incidental” (prasangika). The
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
furtheg 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
(armbha), Effort ($rayaina), Possibility of Attainment (prapti-sambhava),
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Certainty of Attainment (mwiyaldpl) and Attainment of the Result
(phalapripts). 'These fivo stages of the Plot have five corresponding
Elements of the Plot (XXI. 20-21) such as, the Germ (4ifie), the Prominent
Point (dsndu) the Episode (pataka), the LEpisodical Jneident (prakari) and
the Dénouement (Rarys). Besides thesc nspeets of the action and the
Plot of the Nataka, the elaboration of the latter has been viewed a-
depending on its division into the following five Junetions which are as
follows': the Opening (mukht), the Progression (pratimukiia) the Develop.
ment (gardha), the Pause (zimaria) and the Conclusion (n/: vahana).

And these have been further subdivided and  deseribed to give
detailed hints as to how the playwright was to produce a manageable play
including events supposed to occur during a long period of Yime,

Kilidaea's Sakuntali and Bhis's Sv:mn:s-vﬁsn\':lx‘luwi are well-
known examples of the Nataka :

The Prakarana. The sccond speeivs of Hindu play, is the Praka-
rana which resembles the Nitaka in all respect~ exeept that “it takes a
rather less elevated range”. Its Plot is to be original und drawn from
real life and the most appropriate theme is love. The Hero may be a
Bralimin, merchant, minister, priest, an officer of the king or a leader of
the army (XX. 49-51). The female claracters inelude a eourtezan or a
depraved woman of good family (XX. 53)%. But the eouctezan should
not meet the Hero when heis in the company of a lady or gentleman of
high family, and if the courtezans and respectable ladies must meet on any
account they are to keep their language and manners undistorted (XX. 55-
56). From these and other features, the Prakarana has heen ealled a
bourge'ois comedy or comedy of mavners of a runk below royalty.

Sudraka’s Mycchakatika and Bhavabhuti's Malatimidhava are well-
known examples of the Prakarana,

The Samavakara. The Samavakira is the dramatic representation
of some mythological story which relates to gods and some well-known
Asura, who must be its Hero. It should consistof three Acts which are
to take for their performance eighteen Nadikas (seven hours and twelve
minutes).* Of these the first Actis to take twelve and the second four
and the third two Nidikis only. The subject-matter of the Bamavakira
should present deception, excitement or love, und the number of eharacters

allowed in it are twelve. And besides this, metres used in it should be
of the compler kind (X X. 63-76).

' Wilson who did not see the N.8, said,
of the Hindu drama that the parakiya or sh
wate the objurt of dramatic iatrigus,

imaginatioa and curbed the wit of Dr
Theatre, Vol. L. p. xiv).

¢ Bed H.H. Wilson, On the Dramatic Sysfem of the Hindus, Caleuttn, 1827, p. 16.

“We inay however observe > the homour
© who is tho wife of another is negr to be
4 prohibition whioh could sadly have cooled the
ydon uud Qongreve (Seloct Npecimens of Hindu
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No old specimen of this type of drama has reached us. From the
deseription given in the Natyaéastra it scems that the Samavakira was
not a fully developed drama, but.only a dramatic speetacle on the sasis of
a mythological story. It naturally became extinet with the development
and productien of fulfledged literary dramas such as those of Bhasa and
Kilidasa.

Thamrga., The Thamyga is a play of four Aets 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 opprossing  [the
cnemies], and when persons intent on killing are on the point of starting a
fight, the irapentling battle should he avoided by some artifice (XX, 78-82).

No old specimen of this type of play has been found. From the
description givén in the Natyadastra it scems that the Ihamrga was a play
of intrigue, in which gods and goodesses only took part.

The Dima. The 1)ima is a play with a well-constructed Plot and its
Hero should be well-known and of the exalted type. It is to contain all the
Sentiments except the Comic und the Erotie, and should consist of four
Acts only. Incidents depicted in it are mostly earthquake, “fall of metcors,
cclipses, battle, personal combat, challenge and angry conflict. It should
abound in deecit, jugglery and cnergetic activity of many kinds. The
sixteen characters which it must contain are to include different types
such as gods, Nagas, Raksasas Yaksas and Pi¢acas (XX 84-88).

No old or new example of this type of play has reached us. It secms
that like the Samavakira this was a dramatie epcctacle rather than a
fulfledged drama. With the advent of literary plays of o more developed
kind, it has naturally become cxtinet.

Vyayoga. The Vyayoga is a play with a well-known Hero and a
small number of female characters. The cvents related in it are to be of
one day's duratiou. Itisto have one Actonly and to include battle, per-
sonal combat, challenge and angry contlict (XX. 90-92).

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

Utsystikanks, The Utsistikinka or Aika is an one-act play with
a 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 ceased, and
its Plot should relate to the downfall of one of the contending characters
(XX. 94-100).

Bhasa’s Urubhaiga seems to be its solitary specimen. This type
of play inay be regarded as a kiud of onc-act tragedy.

The Prakhasana. ThePralusana is a farce or a play in which the
Comie Sentiment predominatese dud it too is to consist of one ‘Act only.
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The object of laughter is furnished in this, mainly by the improper conduct,
of various sectarian teachers as well as courtezans and rogues (XX 102-10s),

The Mattavilasa and the Bhagavadajjukiya are fairly old specimens
of this type of play.

The Bhiana, The Bhina is aun one Act play with « single character
who speaks after repeating answers to his questions supposed to be given
by a person who remains invisible, throughout. This play in monologue
relates to onc’s own or unother’s adventure. It should always include many
movements which are to be acted by a rogue or a Parasite (XX, 108-110),
The Bhanas included in the collection published under the title Cutur-
bhani scem to be old specimens of this type of play.

The Vithi. The Vithi should be acted by one or two persons. It
may contain any of the three kinds of characters superior, middling and
inferior (XX. 112-113). It scems to be akind of a vey short one Act
play. But onc caunot be sure about this ; for no specimen of this type
of play has come down tv us,

2. Diction of a Play

(a) The Use of Metre. One of the first things to receive the atten-
tion of the Hindu writers on dramaturgy was the importanee of verse in the
dramatic dialogue. They discouraged long and frequent prose passages
on the ground that these might prove tiresome to speetators (XX. 84).
After giving a permanent place tu verse in drama the Hindu theorists
utilized their detailed knowledge of the structure of metres which varied
in cmsura as well as the number and sequenee of syllables or moras in
a pade (XV. 381, XIV. 1-86), for heightening the effcet of the words
used, by putting them in a appropriate metres.  In this respect they framed
definite rolex a~ to the suitability of particular metres to different Senti-
ments,  For example, the deseription of nuy aet of boldness in connexion
with the Heroie and the Iurious Sentiments is to be given in the Arya
metre, and eompo-itions meant to express the Erotic Sentiment should be
ip gentle metres such as Malint and Mandikranti, and the metres of the
Sukkarl and the Atidhyti types were econsidered suitable for the Pathetic
Sentiment (XVIL 110-112). In this regard the Hindu theorists, and for
that matter, the Hindu playwrights anticipated the great Shokespearc
who in his immortal plays made “uall sorts of experiments in metre”.

(b) Euphony, After considering the use of metres the author of the
Natyadastra pays attention to cuphony and says, “The uneven aud even
metres which have heen described before should be used in composition
with agreeable and soft sounds according to the meaning intended.

The playwright should wake efforts to use in his composition sweet
and agrecable words which can be recited by women.

A Play ubounding in agreeable soynd and sense, and eontaining no
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obseure or difficult words, infelligible to the country people, having a good
construction, fit to be interpreted with dances, developing Sentiments...
becomes fit for representation to spectators” (XVII 119-122),

(c) 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 Gustave Flaubert that he took quite a long
time to find & name for the prospective hero and heroine of his novels,
and this may appear to be fastidions enough. But on discovering that the
Hindu dramatie theorists eenturies ago laid down rules about naming the
crented characters (XIX. 30-36), we come to appreciate and admire the
genius of tlie great French writer.

(d) Variety of languages or dinlects, 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 linguistie condition of the society in which the early
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 Dramatic Performance

The Hindu drama like similar other forms of ancient art and poetry
weems to have been of religious origin, and it developed probably out of
danees and songs in honour of a deity like Siva who in [ater times came to
!)e styled the great dancer-actor (nafarija). As time passed, the dance
with songs gradually assumed the form of regular dramatic spectacles, and
; e range of subjects treated was cxtended beyond the legends connceted
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
pharacter. And this change considerably loosencd its original connexion
ith the popular deitics. Possibly due to this the Hindu drama in the
Hstoric period of its career, is found to be acted sometimes for moral edifi-
ition as in the case of the Buddhist plays, sometimes for the acsthetie
gioyment of the elite as in the case of Kilidisa’s works, and sometimes
§ hononr of a deity as in case of onc of Bhavabliiti’s plays. In spite of
b various uses, the Hindu drama unlike its modern counterparts did
Ksibly never become an ordinary amusement of everyday life. It was
Betly on special occasions like a religious festival, a marriage ceremony,
king's coronation, a friend's visit that dramatic performances were held
.269; AD. 12-14). But among all these oceasions religious festivals
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were the most common for the performaneee 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 performances of the Hindus was
that these were sometimes held in the form of contests (XXVII 21-22,
71, 77-79). Different groups of actors vied with one another for the
popular appreciation, and reward for their skill in the particular art. This
drama, however does not scem to have been a regular feature of the Hindu,
as was the case with that of the Grrecks, and theatrical troups gave, how-
ever, performance usually for money without any spirit of rivalry towards
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
gtrict rules in this regard, the time of performance was to be regulated
according to the nature of the subject-matter of the individual play. For
example, a play based on a tale of virtue was to be performed in the fore-
noon ; a performance which was rich in instrumental music, and told a
story of strength and energy, was to be held in the afternoon, and a play
which related to the Graceful Style, the Erotic Sentiment, and required .
voeal and instrumental music for its production, was tobe performed in
the evening ; but in case of plays which related to the magnanimity of
the Hero and contained mostly the Pathetic Sentiment, performance was
to be held in the morning (XXVII, 88-99),

Though in the modern times dramatie performanee i 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 i any way. On the other hand, they appear very
much to have been based on a proper understanding of the ever-changeable
nature of human ‘personalitics. 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 hetter chance of impressing the spectator in the forenoon

; or in the morning, when after the night’s sleep and rest, he could be the

s,most receptive inregard to these Sentiments That a play including a
story of energy and strength can better bo assigned to the after-noon is to
be explaincd on the assumption that on taking rest after meals at the com-
pletion the morning’s activities, one becomes psychologically more OQh!P@Wnt '
to appreciate stories of strength and energy presented on the stage. Jn a
gimilar manner, a play with love as 1ts principal theme (1.@, ;th.h
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the Evotic Sentimont) may be more effectively presented on the stage in the
cvening, when after the day’s work, one is naturally inclined to enjoy the
company of his dear woman, be she his wife or the hetaera.

8. The Playhouse or the Theatre

The Natyadastra 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 availablein ease
of the Greek theatre, it cannot be said how far the ancient Indian plays
were peformed in specially construeted theatres. It may be possible that
only the kings and very wealthy people owned playhouses constructed aceor-
ding to the Natyaéastra, while dramatic spectacles meant for the common
people were heid in the open halls called the Nat-mandir (Natya-mandira)
in front of the femples, or in a temporarily devised theatre under the cover

a ¢anopy, as in the case of the modern Bengali Yatras which seem to have
some resemblance and connexion with the ancient Indian Natya deseribed
in the Sistra. One remarkable feature of the playhouses deseribed in the
Natya-dastra 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, capable of accommodating about four hundred (400) spectators.
This is in sharp contrast with the Athenian theatre which sometimes held
as many as fiftecn thousand (15,000) people.

* The comparative smallness of the ancicnt Indian theatre was a nece-
ssary consequence of the pecular technique of the dramatie produection.
For in a larger playhouse the spectators could not all have heard delicate
points on which depended in no‘small measure the suceess of a performance.
The inordinately large Athenian theatre was not mueh handicapped in
this respect, for the Greek drama depended on a considerably different
technique.

The Natyaédstra deseribes three main types of playhouse : oblong
(vikrsia), square (caturasra) and triangular (¢ryasra). These again might
be the large, medium or small, wlth 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, (iii) the large triangular, (iv) the medium oblong, (v) the
medium square (vi) the medium triangular, (vii) the small oblong,
(viii) the small square and (i) the small triangular. These nine types
can also be measured in terms of danjas instead of that of cubits, This
will give us eighteen different diamensions of playhouse. But the Natya-
§astra i3 silent about the use of the playhouse measured in terms of dandas,
and tho playhouse of the largest type measuring 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 long and sixteen

H



LvIII

yards broad has been preseribed for them. "This should be divided into
three parts : (i) the tiring room (wepathya) (ii) the stage (rangapitha
or raigasirsa) and  (iii) the auditorium (raigamandala). Of these the
tiringroom would be at one end of the theatre and would measure sixteen
yards by four yards. On the two sides of the stage there should be two
Mattavaranis each occupying an area of four yards by four yards and
having four pillars. Thus the area to be oceupied by the seats of specta-
" tors 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 (darva-vani) 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 (#wlapa) 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 ecalling forth the Sentiment (7#se) 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 four representations (abksinaya)
such as angika, vacika, ahirya, and saltvika (V1.28).

(a) The Physical Representation

Among these, the angika should be discussed first. This consists
of the use of variouss gesturcs and postures of which the Natyasastra
gives elaborate descriptions. Different limbs have been named and their
manifold gestures and movements deseribed, with various significance
attached to each one of them (VIIL-XII). For example, the head has
thirteen different gestures which are as follows :

Akampita : Moving the head slowly up and down.

Kampita : when the movements 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 Kampita 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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Dhuta and when this movement is quick it is called Vidhuta. (Uses) :
The Dhuta head is applicable in uawillingness, sadness, astonishment,
confidence, looking side ways, emptiness and forbidding.

The Vidhuta head is applied in an attack of cold, terror, paniec,
fever and the first stage of drinking (i. e. intoxication).

Parivahita and Udvahita: when the head is alternately turned
to two sides it is called the Parivahita, and when it is once turned
upwards it is known as the Udvahita. (Uses): The Parivahita head
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 up, self-estcem and ghe like.

Avadhuta * When the hoaM‘ 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).

Aficita : When the ncck is slightly bent on one side the Aficita
head is tha result, (Uses) : It is applicable in sickness, swoon, intoxication
anxiety and sorrow.

Nihaficita : when two shoulders are raised up with the neek bent
on one side the Nihajieita head is produced. (Uses): It is to be used
by women in pride, Amorousness (ve/asa), Light-heartedness  (lalsta).
Affected Indiffirence (3:bBoka), Hysterical Mood (Bilakineita). Silent
Expression of Affection (motfayita), Pretented Anger (kuttamita)' ;
Paralysis (stambka) and Jealous Anger (mana).

Paravytta : 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 Utkgipta head is the
vosult. (Uses): It is used indicating lofty objects, and application
of divine weapons.

Adhogata : The head with the face looking downwards is called
the Adhogata. (Uses) : Tt is used in shame, bowing [in galutation] and
SOXTOW.

Parilolita : when the head is moving on all sides, it is ecalled
Parilolita. (Uses): It is used in fanting, sickness, power of intoxi-
ation, possession by an evil spirit, drowsiness and the like.

The eyes arc similarly to have different kinds of glances according
to the States (dhivs) and Sentiments (rasa) they are to express. The
cyeballs too are liable to similar changes to creat impressions of
different feelinge and emotions, and so have the eyebrows, the nose,

' For the definition of all these terms together with the preceding ones soe N&.
XXIV, 15,1822,
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the cheeks, the chin, and the neck. The hands, however, are the most
important limbs in the making of gestures. Grestures and movements of
hands fall into three classes, viz. single (asamyuia), combined (samyuta)
and dance hands (myéfa-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 gesturcs :—Pataka
(single hand): The fingers extended and close to one another and the
thumb bent. Anjali (combined hand) Putting together of the two Pataka
hands is called the Apjali. Caturasra (dancchand) : The Katakamukha
hands held forward eight Angulis apart [from each other] on onc’s breast,
the two shoulders and elbows on the same level. Besides these gestures,
the hands have varied movements whieh are characterised by the following
acts : drawing upwards, dragging, drawing out, acerpting, killing, beckon-
ing, urging, bringing together, separating, protecting, releasing, throwing,
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 different categories, viz. realistic and eonven-
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 comething very closely allied to dance. This demanded
that while moving on the stage with or without uttering any word, the
aotors should gesticulate rhythmically, to impart grace and decorative
effect to their figure. For this very purpose another set of gestures called
Dance-hands (nr#fahasta) are also to be used. As their name implies
these hands were exclusively to be 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 Bfeet 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 fect are of three kinds,
viz. ordinary gait, Cariand Mandala, Of these, the Cari is a simple
movement of the feet (XI.) while Mandala, is a series of such movements
cousidered together (XIL) During the stage fighting the two combatants
are to move with Céris and Mandalas in accompaniment with suitable
music. And the gait is very valuable for the representation of different
roles. In this matter too convention plays a very considrable part. The
Natyalastra lays down elaborate rules about the width of footsteps and the
tempo of the gait for different characters according to their social position,
age, sex, health and feeling as well as the peculiar environments in which
they might be placed (XIII, 1-157), "
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(b) The Vocal Representation

The second means of theatrical representation consists of the use of
gpeech. It relates to the propér musical notes (szara) voice registers
(sthana), piteh of vowels (varna), intonation (#akx), speech-tempo (/zya)
to be used in reciting or declaiming a passage for the purpose of evoking
different Sentiments (rasa) in the spectators. For czample to call forth
the Comic and The Erotic Sentiments a passage should be recited with the
Madhyama and the Pajicama notes, and for the Heroic and the Marvellous
Sentiments the $adja and the Rsabha would be the suitable notes.

To call a person staying at a distance the voice should procced from
the head register (§7ras) and when he is at a short distance it should be
from the chest (wras), and for calling a man at one’s side the voice from
the throat registgr (kantha) would be proper (XIX. 43).

For any speech with the Comic and the Erotic Sentiments the prevail-
ing pitch would be Udatta (acute) and Svarita (circumflex) while in the
Heroic, the Furious and the Mervellous Sentiments it should be Udatta
and Kampita.

In the Comic and the Erotic Scntiments 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 aspects of speech, close attention was to be given
in observing rhythm and cadence. Aud the metrical character of any
passage in verse was to be fully cxpressed in its reeitation or declamation.
For this propose the Natyalastra devotes nearly two full chapters (XV,
XVI) which discuss prosody and allied topics.

(¢) The Costumes and Make-up

One important element in theatrical representation now-a-days is the
various stage appliances such as, painted scenery, costumnes 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
acting 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 scenery. Hence the actors had to
depend a great deal upon costumes and make-up. By the term Aharyabhi-
naya the Hindu theorists understood these two items (XXIII)..

Though painted scenery is considered indispensable in the mod ern,
theatre, the ancient Indians having a considerably different conception of
the drama, did not require its aid for the production of a play. The wall
that separuted the tiring room (mepathya) and the stage (raigapitha)
together with the screens covering the two doors connecting the stage aud
the tiring room, served as the bpok-ground to show off to advadtage the
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figures of the performers. And these, the wall and the sereens, 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 drama, and its cause
may be looked for in its early history. The introduction of magunificent
soenery 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 seencry 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 device. Numerous descriptigns of place and
time composed in rhythmie prose and verse, which are scattered over the
classical Hindu plays, served very efficiently indeed the purpose of painted
scenery. When properly read or sung, these passages very easily ereated
an illusion of the place or the time described. The elaborate description
of Vasantasend’s magnificent reisdence in the Mrechakatika was caleu-
lated to call up vividly its pieture before the mind’s eye. The same
thing may be said of the grand deseription of the Dandaka forest in
the Uttararamacarita, This device of making a scenc lively, has becn
utilized by Shakespeare also. In appreciation of his very beautiful des-
cription of place and time, one critic says “The plays are full of such des-
criptive passages as can nullify the achievements 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 the 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 walkiog a few steps over the
stage.” Any ancient Hindu play will furnish numerous anmples of this
convention. For example in the first Act of the Sakuntala the king appears
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 Lermitage and let me enter it”.

By the same kind of convention the inside and outside of a house was

* Duec to this kind of convention, scenos of the Hindu plays were not clearly
separated ag thoy aro in & modern drama, This puszled F. Hall who says :
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gimultaneously 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 [a house] while those entering it later are known
to be as remaining outgide it. He who enters 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 loeality onme is to walk
a good few steps over the stage and to indicate going to a place near by, a
short walk only is needed, while a walk of medium duration will indicate
going to a place of medium distance, But in case a person leaves one
country and goes to a distant land, thisis to be indicated by eclosing
the Aet in which such an event occurs, and mentioning again the same
fact in an Explanatory Scene at the beginning of the next Act.

An examplé of some of these conventional rules oceurs in the ninth
Act of the Myechakatika where Sodhanaka appears first as being at the
gate of the eourt 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, Sodhanaka again goes out to call for the complain-
ants, This going out also consists of actually walking a fow steps over
the stage.

Though painted scenery was not in usc in the Hindu theatre objects
like hills, carringes, aerial cars, clephants ete, were represcented on the
stage by suggestive models (pusfa) of these. According to the Natyalastra
the model works were of three kinds, viz. sandhima which was made up
of mat, cloths or skins, wrapping ecloth, or other materials wrapped round
something, and oya/ima which was a mechanical contrivance of some kind
From Dhanika, the commentator of the Dasaripa (II. 67-58), we learn
about a model-work of an elephant for the production of the Udayana~
carita, and the Mrechakatika 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 (sa?fva) or the entire psychological resources of a man
(XXIV), The actor or the actress must for the time being feel the
States that he or sheis to represeat, and only then will the Sentimeats
related to them follow. This kind of reprsentation was indispensable for

iving expression to various delicate aspects of men’s and women’s
motional nature.

So far as is known, Hindu dramas have always been parted into acts ; but never
ve they had scenes. Itis somewhat to be wondered at, that the Hindus, wi h their
ordinate love for subdivision, should have left those univented. (Iatroduction to
8sarupa, pp. 28-29. * Seonote 2 above, *



V. Literature on the Ancient Indian Drama
1. The Early Writers

Silalin and Kydabva. Panini (cirea 500 B:C.) refers (IV. 3.110-111)
to the Natasitras of Silalin and Kréaéva As the works of these two
authors have perished beyond recovery we are not in a position to have
any exact idea about their contents, But Lévi and Hillebrandt have taken
them to be manuals for actors (n#ata) though Weber and Konow have con-
gidered theseto have been sets of rules for dancers and pantomimists, and
Keith has aceepted their view. Konow further thinks that the treatisés of
§ilalin and K1$a4va were absorbed in the body of the Natyadastra (ID. p. 1)

2, The so-called sons of Bharata.‘

After Silalin and Kréadva come the writers whosg names have been
included in the list of the one hundred sons of Bharata, given in the extant
version of the Natyaéatra. (L 26-22). Among these Kohala, Dattila
(Dhirtila), éﬁlikarga (Satakarna), Badarayana (Badari), Nakhakutta and
Aémakutta have been referred to and quoted by later writers as authorities
on dramaturgy and histrionies. Besides these, Vitsya and éﬁr}(_]ilya have
been named as authoritics on drama by some writers. Such references and
quotations are our only source of knowledge of them and their work.

(a) Kokala Among the writers on drama who wrote after Silalin
and Kréasva, Kohala scems to be the most important. In the extant
version of the Natya$istra (XXXVI. 63), it is given in the form of a
prophecy that Kohala will diseuss in a supplementary treatise all those
topies on drama that have not been touched by Bharata. From quotations
of his works made by Abhinava' and another commentator,® as well as
from their references to his opinion, it appears that Kohala wrote on dance
and dramaturgy as well as historionics and musie.

() Dattila, Sandilya, and Vatsya, Dattila scems to be identeal
with Dantila or Dhitrtila mentioned in the Natyaéastra (I. 26), Abhinava
too quotes from one Dattilicarya® and it is likely that he is not other
than this Dattila. From these quotations .it appears that he wrote
on histrionies and musie. éﬁr_x(]ilya and Vitsya meontioned in the
Natyadastra (XXXVI. 63) along with Dattila (Dhirtila) are to us nothing
but mere names., It is possible that they were writers on some aspects
of drama and theatre,

' Ag L pp. 173, 182, 183-184; 1 p. 26, 55, 130, 133, 142, 116, 148. 161,155,
407, 416-417, 421, 434, 438-439, 413, 452,459 ; De' Ms. p. 113, 435, 496, 521, 680,

* BhP. pp. 204, 210, 236° 245, 251, '

* Ag.T. p. 205, Besides this Ag. quotes and refers t) Datila no less than 14 times
while comenting on chapter on mu:ic. Ses Do's Ms. pp- 544, 573, 576, 580, 583, 588, 590,
624, 625, 628, 633, 633, 640, 642, 644, 650, 655. Sce also Kuita sl, 123,
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“(e) Sétakami (S'idakah,m, Sﬁlz'kan_m). éﬁtakarni A8 a proper name
is found in inseriptions from the first century B. C. to 149 A. C. Hence
it is possible (though not quite certain) that S‘ﬁtakami the writer on drama
flourished about the first century A. C.* Like kings in later times who were
sometimes found to take interest among other subjects in drama and poetics
and to write treatises on them, this %atakarm might well have been a king
or a person of royal descent. From the quotations made by later writers®
from him it appears he wrote on dramaturgy,

(d) Asmakugga and Nakhakulla. These two writers from their
names appear to have been contemporarics, probably belonged to the same
locality. Sagarandndin® and Viévanatha’ quotc from Nakhakutta, and
Sagara only is known to have quoted from Aémakutta®, From these
quotations it appears that ASmakutta and Nakhakutta wrote on
dramaturgy. ° )

(e) Badarayana (Badari). Sigara quotes from Badariyana twice®
and possibly names him once as Badari, and from the extracts quoted it
seems that this early writer discussed dramaturgy.

3. Samgrahakara

Abhinavagupta once mentioned the Samgraha and once the Sam-
grahakara.'® In the Natyaastra (VI 8, 10) itsclf also one Samgraha
has been mentioned. It seems that the reference is to the identieal work.
T'rom these facts it appears that the work might have been a compendium
treating of dramaturgy as well as histrionics,

4. The Present Text of the Natyasastra (cirea 200 A.C.).1}
5. Medieval Writers on Drama

(a) Nandi (Nandskesvara) Tumburu Visakhila and Carayana.
Besides the writers mentioned above Abhinava and éiradz'xtanaya rvefer to
Nandi or Nandike$vara'? and the former also names Tumburu!® and
Vidakhila'* with oceasional reference to their views or actually quotations
from them, and Carayana has onee been quoted by Sagaranandin.!®

(b) Sadiiva, Padmabliny Drauhini, Vyisa and Aijaneya.

Solect Inscriptions, pp. 191-207.

NL. 1101-1102, Rucipati’s Comm. on AR. p. 7.

NL. 2768-2769, 2304-2905.

SD. 294, Nakhakutfa has also heen mentioned by Bahurupa in his Comm. on
Dasarupa (Indian and Iranian Studics presented to D. Ross, Bombay. p. 201), p. 201 £,

-« o ® a

* 83,437, 2766-2707, 2774-2775. °  NL. 1092-1094, 27702771,

1o Ag. II. pp. 436, 2770-2771. 11 Sec below sections VI. and VIIT.

' Ag. L p 171, De's Ms. p. 559. This Nandikesvara may be identical with
the author of the AD, 1s Ag. 1. pp. 165.

'+ Ag. L p. 199 also De's Ms. pp. 547, 564, 503, Sco also Kutta, sl. 123.
15 NL. 362-363.

I
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Abhinava and Saraditanaya once refer to Sadadiva'® while somo writers
on drama, such as Padmabh@,'’ Drauhini'® Vyasa!® and Agjaneya®®
have been named by Saradatanaya 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.

(¢) Kalyayana, Rakula 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®® seems
to have been a writer on dramaturgy. Rahula has been twice quoted in
Abhinava’s commentary, and Sagara®? has once referred to his viefy.?®
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.”* Inthe absence of any quotation from him we cannot say what
exactly he wrote about. ‘

(@ A<akalz‘garé}m and Ghanlaka. Abhinava mentions among others
the names of Sakaligarbha?® and Ghantaka,”® Of these two, Ghantaka
seems to be a contemporary of Sankuka. and as for, Sakaligarbha, we
have no definite idea about his time. From the references to their views
it appears that they wrote on dramaturgy.

(¢) Vartika-kara Harsa. Abhinava once quotes from the Varti-
kakyt?? and once from the Vartika®® and next time from the Harsa-
vartika,”® and besides this he onee refers to the views of the Vartika-
Karl.® Sagaranandin and Saradatanaya refer to one Harsavikrama®! or
Harsa.®” It seems possible that they all referred to the same anthor, and
the name of the author of the Vartika was Harsa or Harga-vikrama.
From these quotations and the references it appears that this Vartika was
an original treatisc on dramaturgy and histrionies.

() Matygupla. Matrgupta has been taken to be a commentator
of the Natyalastra by Sylvain Lévi.®® Though this view has been
accepted by authors who have written later on the subjeet,®* from the
metrieal extracts®® made from his work by some commentators it appears

1 BhP. 152 DR. IV. 38-3). v BH".p. 47. 1 BhP. p, 239,
»» BhP.25l. %o Scenotel). ' NL.1484-1485 Ag. IL pp. 245346,
1 Ag.Lpp. 115,172, NL. 28732175. 1 NL, 3225. 3¢ NL. 3226

t¢ Ag. 1l p.452. Kavi thinks that Sakaligarbha = Sakaleya= Udbhata.
2 Ag, Il p. 436,

’* Ag. L p.172. This Vartika seoms to have been in original work like Kuma.

rila’s Slokavartika written in verso, s Ag. L p 174,
** Ag L p. 207 also De’s Ms, p. 548, 0 Ag. Lp 3L
. NL. 3225. *s BhP, 233, 3+ Lo Theatre indien p. 1 5.

¢ e.g. Skt. Poetics, Vol. (p. 32-33).

¢ Ady pp.2,5,7,89, 13, 15, 110, 126, 230, NL. 102, 314-316, 469-471, 534,
1186 (). BhP. p,234,
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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 Natyaéastra.®® Interpreting in this manner one can understand the
words of Sundara-mi¢rs, who, commenting on Bharata’s definition of the
Benediction (#Gndi), remarks that ‘in axplaining this Matygupta said
cte’.®?  About the time of Matrgupta, we have no sufficient evidence. All
that can be said is that, Abhinava quotes from his work once®® and hence
he (was carlier than this great well-known commentator,, Besides this
Sagaranandin, who is possibly carlier than Abhinava, names Matrgupta
alodg with old writers such as Admakutta, Nakhakutta, Garga, and
Badarayana (Badari);?® henece it appears that he was not a late writer. ‘

From the® meagre information available about him scholars have
identified him with the poet of that name living during the reign of Harsa-
vikramaditya of ®ashmir who secms to have been the author of a work on
drama called Vartika. This would roughly place his work at the end of
the 4th eentury A.C. or in the beginning of the 5th.*Y From the extracts
made from his works it appears that wrote on dramaturgy and musiec.

() Subandhu. Sﬁraditanaya refers to one Subandhu who wrote on
dramaturgy.*Y If itis possible to identify him with the famous author of
the Vasavadatts, then he may be placed roughly in the 5th century A.C.

(h) The compslers of the Agnipurina and the Visnudharmotiara,
The Agnipurana treats of 7a}ya, nréya, and rasa, but this treatment depends
considerably on-the Natya$astra. Therc is literal borrowing from this
work as well as parapharases of some of its metrical passages in this
Purana. This portion of the Agnipurana is usually placed after Dapdin
(circa. 7th century).*? The Visnudharmottara too treats of #yila, nafya
and abhinaya, and this treatment too is dependent on the Natyaéastra and
does not appear to be earlier than the 8th century.

6. Late writings on Drama

(a) Daéaruga. The Dalarupa (Dalartpaka) of Dhanaiijaya was
composed in the last quarter of the 10th century A.C. during the reigu of
Muiija (Vakpatiraja, II) the king of Malawa. This work, as its name
implies, treats of ghe ten principal forms of dramatic works (r#pa) which
congtitute the subject-matter of chapter XX of the Natyalastra, but it

3¢ For example Sagara, (NL. 534ff) discusses Matrgupta’s view in his compis
lation which is written in verse and pros. 1t seems that thls author was his model.

** Skt Pootics Vol, 1. pp. 102-103.

** Ag.De’s Ms, p. 543. Dr. 8. K. De thought that Moatrgupta was unknown
to Ag. (Skt. Poetics, Vol. L p. 33).

*»  See noto 23 above. 4o Keith, Skt, Drama, p. 291.

‘' BhP. p, 238, 4 Skt: Roetics, Vol. I. p, 102-103,
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actuslly bringsin a few other relevant matters seattered over other parts
of this comprehensive work.

Any careful student of the Natyalastra will casily discover that
Dhanafijays in restating the prineiples of dramaturgy in a more concise
and systematic form has carried too far the work of his abridgment and
left out quite a number of important matterss The special stress which
he lays on the literary aspect of drama by his exclusion of its histrionies
and other technical sides, very clearly indicates the general decadene of
India’s acsthetic culture at the time. With his professed reverence for
the rules of the Natyasastra (ascribed to Bharata), Le scems to have mis-
understood the aims and objects of its author who composed his work for
the playwrights as well as the producers of plays.*3 !

But whatever be its limitation, the Dalartipa, and its commentary
Avaloka without which it was only half intelligible, attained in course of
time a wide popularity and gradually superseded the Natyadistra which
socms to have begome very rare with the passage of time. And the
Dalartipa so thoroughly supplanted other dramaturgic works as cxisted
before its time, that with the cxception of the Natyalastra 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
Visavanatha.

(b) Natakalaksana-ratnakosa. Slightly earlicr than the Dalartipa
or contemporaneous with it,* is the Natakalaksapa-ratuakoén (briefly
Natakalaksana) of Sagaranandin, Till about a quarter of a century ago
our only knowledge of the work consisted of a few quotations from it in
different commentaries. Buat in 1922 the late Sylvain Lévi discovered its
Ms. in Nepal and published a report on its contents and other relevant
matters (Journal Asiatique, 1922, p. 2I0). Sinee then the work has been
carcfully edited by M. Dillon and published (London, 1937). Just like
Dhanaiijays, Sagaranandin too discusses in his Natakalaksana, dramaturgy
in detail and mentions only incidentally cortain topies connected with
histrionics. But unlike the Dadarfipa the Natakalaksana docs not treat
exclusively of dramaturgy, but refers to histrionics whenever neecssary.
Though the author professedly depends on no less than seven different
authoritics such as Harya-vikrama, Matygupta, Garga, ASmakutta, Nakha-
kutts, Badari (Badarayana), and Bharata (the mythical author of the
Natyadastra) yet his dependence on the last-named ome seoms to be the
greatest. A large number of passages have actually been borrowed by him
from the same.*® Besides thesc borrowings the extent of Sagaranandin’s

o Ag. Lp 7,
41 See R, Kavi, ‘Date of ¥agara-Nandin’ in Indian and Iranian Studies presented
to D. Ross. Bombay. 1939, pp. 198ff, 4% 8ea NL.pp 143144,
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dependence on the Natya§astra is apparent from his echoing of the
numerous passages*® of the latter.

(¢c) Natyadarpana. The Natyadarpana'’ of Rimacandra and Guna-
candra is the next important work on dramaturgy after the Dadartpa. Of
the two joint-authors*® of this text, who were Jains Ramacundra lived
probably between 1100 and 1175 A.C., and he was a diseiple of the famons
Hemacandra. Ramacandra wrote a large number of works including
many plays. But of Gunacandra, the collaborator of Ramacandra, very
little is known cxeept that he too was a disciple of ITemacandra. The
Nityadarpana which is divided into four chapters, treats of dramaturgy.

This work has been composed in Anustup couplets. Ity brevity
of the treatment is compareable to that of the Dadartipa, and as in the lait r
many, of its passages cannot be fnlly understood unless a commentary is
consulted. TFortunately for us the joint-authors of the work have left for
us a very clearly written and informative 2744 (gloss). It is evident from
the metrical text that the authors had access to the Natyadastra and ex-
ploited it very thoroughly, And whatever eould not be accommodated in
the text has been added in the prose orZ¢7 which has utilised also Abhi-
nava’s famous commentary. Besides this the authors have oceasionally
criticised the views of other writers among whom the author of the Data-
riipa figures most prominently.?® All this has given the Natyadarpana
a unique value and some superiority over the Dagartipa.

(d) Ruwyyaka’s Nitakamimimss, Ruyyaka alias Rucuka,’T who
was a Kashmirian and flourished probably in the 12th century, was a
voluminous writer on poetics. It was from one of his works (a commentary
of Mahima-bhatta’s Vyaktiviveka) that we learn of his Natakamimimsa a
work on dramaturgy. No Ms. of this work has so far been discovered.

(¢) Bhivaprakisana. Saraditanaya, who seems to have been a
Southerner and flourished in the 12th century, wrote the Bhavaprakadana®®
which dealt with dramaturgy in greater detail than either the Dadariipa or
the Nityadurpana. And his work acquires an additional authority from
the fact that Saraditanaya had as his teacher one Divakara who was the
Director of a theatre’* and might be taken as deeply conversant with the
t'heory and practice of Indian drama as it was current in his time. Though
Saradatanaya depends much on earlier authors for the materials of his
work, yet his approach to the subject is to some extent original. As the
namo of his work implies, it deals with the “expression” prakisa of the

4 Printed out by M. Dillon in the margin of NL.

41 Ed.in G.O.8. Baroda, 1929. ¢* See Introduction of ND. p.3.

> But thoy have also drawn materials from older writers like Kohala, Sankuka
and Ag. Sco ND. p. 224, *° See ND. Introduction p. 3. ** Skt. Poetics, p. 190f.

** 1Ibid. p. 186 ** Ed. Q.0.8, Barods, 1030, ¢ BhP, p. 2 also Introduction, p.G.



LXX

“State” (bhava). Now the proper oxpression of the States by the actors
according to the Natyaédstra gives rise to the Sentiments (r4sa). Hence
Saradatanaya begins his work with the deseription of the States and
everything connected with them: Next 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 next.
Afterwards he analyses the body of the play and its different parts.
This brings him to the consideration of the ten major and twenty mifior
types of play (riipa), and finally of the miscellaneous matters connected
with drama and theatre. To avoid prolixity we desist from giving here
any detailed account of its contents which include all® possible topies
relating to dramaturgy. It may be briefly said that -b"ﬁrnditanayu’s
treatment of the subject is in many respeets more comprehensive than
that of the DaSariips, the Natakalaksana, and the Nityadarpana. And
to attain his object $:‘u‘ndﬁtnnuya has freely referred to the Natyadastra®®
a8 well as the works of carly writers like Kohala,?® Matygupts,®” Harsa®®
and Subandhu.®*  Besides this he has sometimes mentioned authors like
Dhvanikyt, Rudrata, Dhanika, Abhinava, Bhoja and, sometimes rcferred
also to their views and criticised these.°®  All this adds to the great value
of his work.

(f) Sakityadarpana and Nalokaparibhase, Viévanatha Kaviraja,
who Hourished about the thirteenth century®™ was a poet and a scholar
and in this latter capacity he wrote among other things the famous
Sahityadrapana 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 ancient Indian drama mostly depended.
For his treatment of drama Vidvanitha scems to have utilised the Natya-
Sastra,®? the Dalartipa®® and its commentary Avaloka®¢ as well as the
work of Rudrata and others. ,

Singa-Bhiipala’s Nataksparibhisa is known only in name. But his
Radarnavasndhikara®® also treats of drama towards its end, It scems
that no important treatise on drama was written after all these works.

*¢ Naradatanayw's debt to N3 has been pointed out by the cditor of his work,
% ee Intruduction of BhP. pp. 6407, ¢ Secabovenote 1. *' Nee above notes 33-37.

** Sce above notes 31-32.  *°  Soo abeve note 41.

* BhP. pp. 175, 199, 95, 150, 327, 82 160, 194, 318, 12,152, 194, 213, 216, 242, 245,
‘251, i ot Skt. Poctics, Vol. 1, pp. 233 fF.

e See SD. 281, 306, 321, 503, 517, 537,

¢* Scs SD. Visvan tha wrongly & ascribed to Dhanika what belongs to DR, (ILL
32-33). This misled some scholars to beliove that Dhanika and Dhananjaya were not
different porsons. ¢4 See Ske. Pocties, Vol. |, pp. 242 Y.

¢t ¥d. Trivandrum Oriental Series, 1016, ,
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VL. The Natyasastra : The Text and its Commentators

1. lts Author

The Natyadastra is commonly attributed to Bharata Munit But
Bharata cannot be taken as its suthor, for in the Natyafastra itself
his mythieal character is very obvious, and the majority of the Puranas
are silent about the socalled anthor of the Natya¢astra?, and there isnota
single legend about him in any of the extant Puranas or the Ramayana and
the, Mahabharata. The word Bharata which originally meant ‘an actor’
seemﬂ to have given risc to an eponymous author of the Bkaraladastra or
the Natabastra (the manual of actors).

2. lts Two Recensions

-Whoever might be the author of the Natyaéastra it is cortain that
the work itself possesses undoubted signs of great antiquity, and one of
these is that its text is available in two distinct rccensions. In having
two partly divergent rccensions the Natyadastra can well be ,compared
with works like the Nirukta, the Brhaddevati and the Sakuntals.
The editors of these works have differently settled the elaims 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 reccsion® but he has not ventured to rejeet the shorter recension
entircly as being late, and Lakshman Sarup has definitely suggested that
the shorter recension is the ealier onc.® 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 case also we should not
settle the issme with the idea that the longer recension owes its bulk to
interpolations.

The text-history of the Natya&istra shows that already in the tenth
century the work was available in two recensions. Dhanaiijaya the author
of the Dadariipa quotes from the shorter recension while Bhoja, who closely
follows him, quoted from the longer onc.® Abhinava in his commentry
of the Natyaéastra, however, used the shorter recension as the basis of
his work.” It is likely that -the long time which passed since then has
witnessed at least minor ehanges, intentional as well as unintentional, in the

' Seo IHQ. Vol. VI, 1930. pp. 72 ff, Annals of BORI, Vol. XV, 1934, p. 90 fn.
* See N8I 2-6 note2. * Kalidasa’s Sakuntale, HOS, p. XI.

* The Brhaddevata, HOS. Vol. I. p. XVII-XIX.

* Introduotion to the Nighantu and Nirukta, p. 39.

¢ Preface to Baroda ed. of NS, Vo!. Lp8 1 Soe abuve,note 6.
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text of both the recensions.
But a carcful cxamination of the rival recensions
to their relative authenticity. Ramakrishna Kavi who has examined no less
then forty Mss of tho text, is of opinion that the longer recension (which
lie ealls B.) scoms to be ancient, althongh it contains some interpolation
(pointed at by him) going back to a time prior to Abhinava.! Mr. Kavi,
however, does not try to cxplain the origin of the shorter recension which
he calls A, This view regarding the relative authenticity of the longer
recension scems to possess justification. Reasons supporting it are to be
found in the tests difforentating 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 (ra, ja,sa, na, and bha
ganas cte.) while the longer recension uses terms like Jaghu and guru in
defining the seheme of metres. .

(ii) The shorter reccnsion in its chapter XV gives definitions
of metres in Upajiti. while the corrosponding chapter (XVI) of the
longer recension gives them in Anustup metre and in a different order.
Considering the fact that the bulk of the Natyaéastra is written in this
(Anustup) metre the longer recension in this ease seems to run eloser to the
original work.®

Though Ramakrishna Kavi, has overlooked it, there is yet another
point which may be said to differentiate the two reccnsions. The chapter
dealing with the Natyagunas and Alamkaras have nearly forty ¢lokas
differntly worded in the two rccensions. These $lokas in the longer
recension (ch. XVII) are written in the usual simple language of the Natya-
$astra while (ch. XVI) in the shorter recension (the $lokas) betray a
later polish. The opening stanzas of the chaptar (XVI1) in the shorter
roeension are in Upajiti metre while in the longer recension (ch. XVII)
they ave in the $loka metre.  This points to the earlier origin of the latter
for the bulk of the Natyadastra as has been pointed out before is composed
in the same metre. Now the shorter recension which appears to be of later
origin, docs not scem to be totally devoid of worth., It appears that this
has in ecrtain eases preserved what onee existed but are now missing in
the longer recension. The eases 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.

Henco the problem becomes sl more diiffoalt
may give us some clue

3. Unity of the Natyasastra

Some seholars have entertained a doubt the unity are authorship of
the Natyadistra., They think that therc arc indications that “it (the

*  Hpe above note 6. * See ahove note 6,



LXXI7

Mmm/sﬂa//iyﬁw// subjpcted lo considernble  redundling i later fimey

before it assumed the present shape.i.....”

The alleged: indications may be sumned up as follows :

(i) The colophon at the the end of the KM, text of the Natyaddstra,
(ii) The mention of Kohala as the future writer on certain topies in the
Natyadastra (XXXVIL 63). (iii) Bhavabhuu 8 reference to DBharata
Muni, the soealled author of the Sastm, ag the Tauryatrika-sutrakira.
(iv) The mention of the sfi/ra, the bk@sya and the Zarika as its constituent
parts in the Natyaéastra itself along with the the existence of prose
paseages in it.  As for the first alleged indieation Dr. 8, K. De has tried
to conneet the colophon of the Natyalastra (samaptas cayam Nandy.
B/mmla-samgzlwﬁuslakam with the chapter on music only.T® He opines
that the Nandz;BImfala of the colophon indicates that the chapters on
musie (XXVILXXXITII) are Bharata’s original teaching on the subject
as modified by the doctrine of Nandi. If we could aceept the view it would
have been easy to believe in the composite authorship of the Nityadistra,
But this does not seem 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 Nityadastra includes
according to b\rn«radeva (c. 1300 A.C.) gila (song), vadya (instrumental
music) and nréya or miita (dance). Hence the colophon may be taken in
relation to the entire text and and not with the chapters on musie alone,

(¢) Nandiasa writer or authority on samgifa alone has not been
mentioned anywheres else,

As for the prediction that Kohala will treat eertain topies not
disenssed in the Nagyadastra, it may be «aid that there is nothing in it to
show that Kohala is later than the author of this treatise. e was in all
likelihood a predecessor or a contemporary of his.

The most important of all the alleged indieations of the plural
aithorship of the Nityatdstra is the third one, The idea that the work was
originally written in prose and was subsequently turned into verse, arose
probably {from a misunderstanding of the word swize. In spite of its tradi-
tional definition as  alpiaksaram asandigdham sirvad ovisvalomukham
cte. there is nothing in it to show that the stiZra must always be in prose.
Indeed the Nityadarpapa-siitra is entirely in verse, and the Saddharma-
pundarika-siitra of the Mahiiyana Buddhists is partly in verse and
partly in prose. In the Mangalacarana §&lokas of his commentary
Abhinava too mentions the cxtant Natyalastra as the Bharatasttra.  Thus
on taking the s&if7a in its oldest sense, the theory of the supposed orviginal
prose version of the Natyadastra falls to the ground. The existence of the
prose passages in the Natyasastra does not in the least help this theory, and

1o Skt. Poetics, Vol L p.24 ' Ed. (GO3. Baroda, 1929.
J
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it may bo explained on the assumption that the author found it more con-
venient to write certain things in prose. All this will remove the difficulty
in understanding the words of Bhavabhiiti who mentioned Bharata as the
sulrakira, '

4. It Scope and Importance

It has already been shown what a great variety of topics the Natya-
&astra discusses in connection with its principal theme, the dramatic art.
In sharp contrast with almost all the later writers on the subject its author
treats of dramaturgy as well as histrionics. In justification of this two-
fold aspect of this work Abhinava says that ‘it is for the guidanee of the
producers as well as playwrights'T%, 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 direetors because of
their construction being found unsuitable for successful and profitable
repersentation in the stage. The author of the Natyaéastra was evidently
conscious about this vital connection between the literary and technical
aspects of a drama, and treated of both very elaborately. It is a very
unique text dealing with every possible aspect of the dramatie theory and
practice. It is no wonder therefore that the Natyadastra was often quoted
or referred to in later treatieses on gestures, poetics, music, prosody and
even on grammar, besides being often laid under contributfon by commen-
tators of diffirent Sanskrit and Prakrit plays. And all the later writers
on dramaturgy too depended greatly if not excusively on this work, and
most of them oxpressly mentioned their debt to the Muni Bharata,
the supposed author of the Natyadastra.

5. Its Style and Method of Treatment

In style the Natyadastra differs very largely from all the later writers
on drama who professed adhercence 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 easily intelligible. Though some passa-
ges remain obscure without a commentary or similar help yet the major por-
tion of the Natyaéastra is written in a simple language in the Sloka and the
Arya metres. Though composed 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 Puranas. One of the charge, brought against the Natyadastra is
that it is very diffuse, This is true. On ‘a careful examination of his
method of treatment it will be found that the author of the Natyadastra,
like :the famous Panini, treated of the subject analytically, He has taken

" AgIp '* Hoas p. XXVIIL'
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up individual topics and considered them in cevery possible detail and
has found it necessaryto repeat things for the completion of the matter in
hand. This has given it diffuseness. But the adoption of this method
was unavoidable in a technical work which aimed at completeness. This
however may be said to have rendered it difficult to some cxtent. The
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 Ms. tradition is no less responsible for
oc8asional difficulties it presents.

6. The Early Commentators

Accordiné.bo Sarngadeva (SR.I 1. 9) the commentators who sct
themselves to the task of cxplaining or clucidating the Natya$astra
are Lollata, debhat.,a, éaflkuka, Abhinavagupta and Kirtidhara.
Abhinava in his commentary refers in addition to  Bhatta
Yantra and Bhatta Nayaka who may be taken as commentators of the
Nityadastra, and quotes from of one,Bhasya and one Vartika. The Vartika
however seems to be an independent treaties on drama though the Bhasya
an old commentary. But in the absence 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.

(a) Acarya Kirtidhara and Bhasyakara Nanyadeva. Abhinava
has referred to Kirtidhara only once.'* But from the special respect shown
him by the commentator who calls him acarya, it appears that Kirtidhara
was a very early commentator of the Natya§astra, and as such he was
possibly anterior to Bhatta Udbhata and hence may be placed in the 6th or
the 7th century.T> And NanyadevaT® quoted by Abhinava as the author
of the Bharata-Bhasya seems to be another carly commentator of our text.

(b) Bhatls Udbkata. Bhatta Udbhata’s'” opinion has been thrice
quoted by Abhinava. As his views were controverted by Bhatta Lollata
who flourished in the 8th century it is possible that Udbhata was a person
of the carly 8th or the latc 7th eentury.T® Though it has been doubted™
whether Udbhata was really a commentator of the Natyadastrs, from the
reforence to his work by Abhinava we may be fairly certain in
this matter.

T+ ag. L p. 208. Cf. Skt. Poetics, Vol. I p. 29. Ts  Cf. 8kt. Poetics, L. p. 39.

s Ho should be distinguished from his namesake who was a king off Mithila in
tho 12th century (see JASB for 1915, pp. 407 ff))

v Ag. 1L pp. 70, 441, 451, De’s. Ms. pp. 362.

e Soe Skt. Poetics, L. pp. 76ff,

T+ 8kt. Poetio, I. pp. 37
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(c) Bhalla Loliala. Bhatta Lollata has been referred to as many
as cleven times.”® From these he appears to be a commentator of the
Natya$astra. Asthe rasa theory of Sankuka was known to have been
lavelled against Lollata's view on :the same, this latter writer flourished
possibly in the middle of the 8th century.?”

(@) Sri Sankwka. Abhinava referred to Sri-Sankuka or Sankuka
4$ many as fifteen times.*® About his time we seem to have some definite
information. For heis probably identical with the author of the puem
Bhuvanabhyudaya written during the Kashmirian king Ajitapida whose
date is about 818 or 816 A, C.Z2

(¢c) Bhalla Nayaka. Blatta Niyaka has been referyed to ag many
as six times by Abhinava.”* Besides cxplaining and clucidating the
Natya$astra, at least in part, he wrote on the Dhvani theery an indepen-
dent work named the Hydayadarpaya. He has been placed between the
end of the 9th and the beginning of the 10th century.??®

(f) Bhalla Yantra, From the single reference to him in  Abhina-
va's commentary it appears that Bhut_‘,t.u Yantra®® was a commentator of
the Natyadastra. About him nothing morc can be said except that he pre-
ceded the celebrated commentator.

7. Bhatta Abhinavagupta

Among the commentators of the Natyafastra, Abhinavagupta or Abhi-
hava is the most wellknown. But his fame rests also on his commentary
on the Dhvanyaloka as well as numerous learned treatises on the Kashmir
Saivism. 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 placed
between the end of the 10th and the begining of the 11th century.*’ ~ From
the Abhinavabharati we learn that his another name was Nisimhagupta,®®

Although like any other work of this elass it professes to cxplain the
text, Abliinava’s commentary is not always an adequate help for under-
standing the several difficult passages of the Natyadastra. This drawback
might be due to its defective toxt tradition, but a careful study of it will
convince any onc that all its weak *poiuts cannot be explained away on this
assumption alone. There are instances of Abhinava’s not being sure about
the explanation offered, for example, the word £%taga is once cxplained us

2" Ag. 1. pp. 208, 266, 209,299 ; TL pp. 134, 196, 415, 423, 436, 432. De's Vs p. 386,
*' Skt. Poetics. Vol. I pp 18.39,

** Ag. 1. pp. 74,217, 274, 285, 293, 298, 318 ; 1L pp. 411 ; 436, De's. Ms. pp 493,
413, 437, 441, 448, 469.

** Bee Skt. Poetics, I pp 38-39,

*¢ Ag. L pp.4,26,278, 11, p. 298, De's M pp. 506, 508,

** 8kt Postics, I.pp. 99ff. e Ag. 1. p, 208,

*1 8kt. Postics, L pp, 1174, Y4+ So0 Ag. De's. Ms. pp. 428, b11,
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‘four kinds of musical instruments’®® and next as ‘a group of singers and
players of musical instruments’®® and then again as “four of musieal instru-
ments’,®T while explaining the maffavarani he gives four different views3”
and does not give speeial support to his own preference. Besides this, his
cxplanation in some cases seem to be fanciful. For oxample, he oxplains
khawlana as (meaning) ‘aleo fanning by means of a fan made of
palmleaf’.®® This evidently is wrong, for in the same context ?yafanakam
‘fanning’ has been mentioned, and £%andana may better be interpreted as
‘drawing patterns or designs’.**  But such instances are not many. That
Abhinava had as the basis of his commentary a defective text of the Natya-
$astra, is apparent from its published portion, and his text was in places to
some cxtent different from any of the versions that have reached us. It is
due to this latter fact that sometimes particular passages of the commentary
cannot be connected with any portion of the text (given above the commen-
tary) in the Baroda ecdition. KFor example, once Abhinava writes “here
are four ca-karas”,®® but in the text indicated by the prafika two ca-kiras
only are available. And curiously enough a part of this text (uoted
clsewhere®® in the commentary corroborates the available reading of
the text. In another place of Abhinava’s commentary we have the word
alambhana cxplained, but we look in vain for it in the tegt.>”  The same
is the case with avyalireka and Ggama oceuring in the commentary later
on.*® And some responsibility for its reduced usefulness must be ascribed to
the fact that Abhinava had his commentary based on an imperfect text of
the Natyadastra,

There is still another reason duc to which Abhinava’s work does not
prove to be quite adequate for our nced. Itis probably because he wrote
the commentary with a view to help scholars of his time, whose knowledye
on many things relating to the Indian drama, theatre and general literaturce
he could easily assume, his commentary sometimes falls short of our needs.

But in spite of these limitations Abhinava’s work has its value,
Whenever he has to explain any theory or problem concerning the dramatic
art or general aesthetics, he docs it very exhaustively by quoting all possible
views on the same and often cites cxamples from a vast number of dramatic
and other works some of which have perished. Often he sums up the
discussion in & masterly fashion. That he was a voluminous writer on the
abstruse 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 arc often not of
much value, though students of Indian poetics and aesthetics will surely

™ ApLp . o Ag.Lp.65. 1t Ag.1.p. 186
*s  Ag. L pp. 64-65. s Ag Lp 4L 34 ‘Seénote 2 on 1X 616+

* Ag IL p. 34 s¢  Ag. L p. 203. * Ag.ILp 3
" Ag. II, pp. 97, 226. . .
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be profited by their perusal. But it must be said of Abhinava’s commen-
tary that it gives condiderable help in understanding some difficult passages
of the very old obsolete text of the Natyaéastra, and for this we should be
genuinely greatful to hiy.

VII. Data of India’s Cultural History in the Natyasastra

Besides giving all sorts of information relating to the dramaturgy
and histrionics as well as the allied arts of dance and music, the Natya-
$astra includes considerable other materials for the cultural history of
India. The most important among these will be discussed below under
their several heads.

€

1. Language

The Natyadastra gives some description of Pkt. (XVIIL 1-25) and
cxamples of Dhruva songs in Pkt. (XXXII). Irom these materials it
seems that the Pkt. of the Natyadastra lic mid-way between the Pkt. of the
classical dramas and that of ASvaghosa’s plays. Besides this there oceur
in this work (X VIII. 44, 48) some references about the, nature of languages
used by the ancient tribes like the Barbaras, Kiratas, Andhras, Dramidas,
Sabaras and Candalas. Thare arc besides other intercsting 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 cxamples of Dhruvas, the
Niityadiistra cites numerous poetical stanzas in Skt. as examples of the
Benediction and of the different metres (V. 108-112, 130-131: XVI).
"These are very carly specimens of the ancient Indian literature. It is on
the testimony of these which are free from the artificiality of the later classi-
cal poetry, that . Regnaud placed the Natya$astra about the beginning of
the Christian era (Introduction to Grrosset’s od. of the N§. p. VII-VIII).
The Natyaliastra contains also the earlicst available discussion on
figures of speech (alamékira), and the method of criticism based on the
theory of Sentiments (rasa) which became very popular amongst Indian
scholars during the medieval times.

3. Art

In the Visnudharmottara (II. 2. 4) it has been said that the canons of
painting are difficult to understand without an acquaintance with the
canons of dancing, Now the Hindu drama as we have geen before depends a
great deal on dance which is in fact its mainstay. The same work similarly
conneets the canons of painting with the canons of image-making. Thus
the three arts being connected with one another, the Natyadastra receives
an aditional importance. This view is justified by the fact that the
Natyaéastra desoribes various male postures (s¢Aana) such as Vaigpava,
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Samapida, Vaitikha, Mandals, Alidha and Pratyalidha (XI. 50-71), und
fomale postures (sthana) (XIIL 159-169) such as Xyata, Avahittha and
Aévakranta. Theso and the various gestures described in the Natyadastra
may also be helpful in studying specimens of the anecient sculpture and
painting. It should be noted in this connection that the Samar#igana-
satradhara a medieval encyelopoedic work while deseriblug the rules of
making images deseribes (ed. GOS. Vol. IL p, 301ff) the hand gestures
ote. almoat in the language of the Natyadastra.

4, Metrics

L]
Fiftyeight varieties of metre of sema, ardhasama and visama types
have been deseribed in the Natya$astra (XVI). All these are perhaps
anterior in timo to the Chandhah-stitras of Pifigala. One important aspeet
of this deseription is that the name of the following metres are different
in tho NS. e g Drutavilambita=Harinapluta (NS), Bhujangaprayata =
Aprameya  (NS), Srigvipi=Padmini (NS), Malini=Nindimukhi (Ns),
Harini=Vrsabha-cestita (NS), Mandakranta=Sridhara (NS), Prithvi=
Vilambita-gati (NS), Kusumita-lata-vellita = Citralekha (NS).
5. Poetics

The Natyaéastra enumerates (XVIL 43-106) four poetic figur.s
(alamkara), ten Gunas and ten faults (dosa) of a composition. In brief
these may be called the carlicst writings on poctics, To the theory of °
Sentiment (rase) and the States (3hava) (VI-VII) also the same remark
applies.

6. Costumes and Ornaments

Detailed deseriptions of ornaments, and directions about costumes to
be used by characters in a play aceording to their soeial status, profession,
religious faith, and tribal origin cte. are glven in the Natyadistra (XXIIIL
1-67, 110-127). These may throw intercsting light on the social life of
the Indian people in the remote past.

7. Mythology

The Nityaéastra mentions (I-V, XXXII-XXXIV, XXXVI nu-
merous gods, "goddesses, demigods cte. Classified according to the system
adopted by Hopkin in his ‘Epiec Mythology’ they are as followss,

(a) Lower Mythology : Serpent, Birds, Waters. (b) Sprrsls ¢ Pitys,
Bhiitas, Raksasas, Asuras, Daityas, Danavas, Yaksas, Guhyakas. (¢) Zhe
eight great gods ; The Sun-God, the Moon-God, the Wind-God, the
Fire-God, the Giod of death, Varuna and Ocean, Indra, the Dikpalas
(World-protector). (d) The Host of Spirsts : Gandharvas, Apsarasas,
Kama, Aévins, Maruts, Rudras, Vidvedevas, Adityas, (e) Divime "Seers :
Brhaspati, Narda, Tumburn, (f) Ferthly Rsis and Persqnagn :
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Bala (deva), Nahusa, Suoatkumara, (g) The Three Supreme Deities :
Brahman, Visnu, Siva. () Lesser God : Kartikeya, (i) Goddesesses :
Sarasvati, Laksmi, Umi, Parvati, Candikd, Siddhi, Medha, Smrti, Mati,
Niyati, Niypti. It is probably significant that Gancéa and the Avataras of
Visnu are absent from this list.

8. Geography. -

In its chapters XIV, XVIII and XXIII the Natyaéiistra mentions
some geographieal names such as Aiiga, Anta (Anti) rgiri, Andhra, Avanti,
Arvuda, Avarta, Anarta, USinara. Odra, Kalinga, Kiémira, Koéala, Kliasa,
Tamralipta, Tosala, Tripura, Daksinatya, Dramida, Nepala, Paficala, Puli-
nda (bhiimi), Paundra, Pragjyotisa. Praiméu-pravitti, Plavamga, Bahir-
giri, Brahmottara (Suhmottara), Bhargava, Magadhs, Madraka, Malav-
artaka, Mahiristra, Margava, Milava, Mahendra, Mosala, Vanga.
Vatsa, Vanavasa, Vartika (Martika), Vahlika, Vidiéa, Videha, Stirasena,
Silaka, Sindhu, Surastra, Sauvira, Gangi, Carmanvati, Vetravati, Mahen-
dra, Malaya, Sahya, Mekala, Kalapaiijara, Himalaya, Vindhya, Bharata.

9. Ethnological Data.

The names of the following tribes ocenr in the Natyadistra.
Kaéi, Kosala, Barbara, Andhra, Dramicla, Abhira, Sabara, Candala, Saka,
Pallava (Pahlava) and Yavana, From the costumes and eolours to he
assigned to their body it may be possible to trace them historieally.

10, Ars Amatoria,

The Natyadistra mentions Kamitantra or Kimatantra (XXV. 38, 53-
567) and Kamaéastra (XXXYV. 46). But as it divides women into twenty-
four elasses, and Vitayayana’s Kamasttra into four classes these names do
not seem to relate to the Kimastitra which probably comes later, -

11. Arthasastra,

The Nityadastra is of opinion that “The members of the court (sabka-
stara) should be appointed after consulting the views of Brhaspati who
thinks that the following are the qualities required for this office. “They
shonld be always ready for work, alert, free from indolence, undaunted by
hard work, affectionate, forbearing, modest, impartial, skillful, trained in
polity and good manners, deeply conversant with tho art of argumentation
and all other branches of knowledge, and not affected by sexual passion and
the like” (XXX1V-87-90). The word sadkastara which has been translated
herc as a member of the court, oceurs in the Smyti of Vyasa who holds that
this officer should hold discussion about morvals (dha¥rmavakya) for the
edification of those who are present (in court). In Mbh 4.1.24, however
sabhastara appears only as a courticr (sabhya, Nilakantha) who is parti-
enlarly i'nterastvd in gambling (Jolly, Hindn law and Custom, pp. 287-288),
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The deseription of the king, the semiipats, the amatys and the prijvivika
as given in the Natyadastra (XXXIV, 78-87) might well have been taken
from the now lost work of Brhaspati recognised by Kautilya as one of his
gources. The Natyasastra gives besides one interesting information that
the inmates of a royal palace included a szafoke (XXXIV. 64-89) and that
there was besides a functionary named Aumaradhikria (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 2umaramatya mentioned in Samudragupta’s
inseription ?
. 12, Psychology.

The Natyafastra seems to be the first in recognizing the twofold
importance of psychology in eonnexion with the production of a play. Its
classification of Heroes and Heroines according to their typieal mental and
emotional states (XXIV. 210, XXXIV. 15ff). proves its admission of
the importance of psychology on the creative side of the dramatie 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
actors and actresses could attain the greatest possible success in charae-
terisation. On the eritieal side also the importance of psyehology was
discoverced 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 produetion consisted of peculiar reactions which
the art of the playwright as well as that of the actors could success-
fully evoke in spectators of different types. Tt is on this assumption that
the theory of Scntiments and States (VI-VII) important alike for the
criticism of the theatre and the delles letires has been claborated by the
anthor of the Natyalastra. Such a view does not allow any kind of
dogmatism in the criticism of art and literature, and will make due
allowance for the views of people who may widely differ in their tastes
because of their varying cultural cquipment.

VIII. The Date of the Natyasastra

Moro than sixteen years ago, a carcful investigation of the linguistic,
metrical, geographical and ethnographic data, of the evidence to be drawn
from the history of poeties and musie, of the Kama$astra and the Artha-
$astra, and from inscriptions the'present writer came to the conoclusion that
the available text of the Natyaéastra cxisted in the second century after
Christ, while the tradition which it recorded may go back to a period as
carly as 100 B.C. (The Date of Bharata-Natyaistrn”, in the JDL. Vol.
XXV, 1934)% Since this conclusion was made, a more intensive

T For a bibliography on tho Date of the NS, see this paper p. 1o
K ..
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study of the text 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 Natyaéastra (XIV. 86ff) mostly
in connexion with prawritss or Local Usages which seem to be a later con-
ception and not at all indipensable for understanding the theatrical art as
explained in the Natyadastra, In fact the authors of the Daariipa and the
Natakalaksana, who speak of the #72¢7s are absolutely silent on pravytlss
which are connceted with them. Considering the fact that these wurks
depend a great deal on the Nityadastra their omission of this item may be
taken as very significant, Geographical names occuring in connexion with
the pravitss are found in the Mbh, and some of the Puranas, some of these
being almost in the same sequence (see D. C. Sircar, “Text of the Puranic
Lists of Pcoples” in IHQ. Vol. XXI., 1945, pp. 297-814). 1t seems that
some interpolator put them into the text of the Natyasastra, for associating
it with all the different parts of India, though the original work was an
cxposition of the dramatic art as it was practised in the northern India
especially in the midland only. Hence the geographical data should not
be used in determining the date of our text.

2. The Natyasastra earlier than Kalidasa

The argument that a particular dramatist who disregards any rule laid
down in the Natyasastra, will be earlier than it in time, will reverse the
accepted chronological relation between the Natyasastra and Kalidasa,

(a) Though the fact has been everlooked by ecarlicr writers on the
subject, Kalidisa too violates the rules of the Natyaéastra on the
following points :

(i) Though the preseribed rule (XIX. 33) is that the king's wives
should be given names connected with the idea of vietory, some of Kali-
dasa’s royal Heroines have been named as follows : Dharini, Irivati
(Malavi.) Hamsapadika, Vasumati (Sak,).

(i) Tt is also in disregard of the rule (XIX. 34) preseribing for the
handmaids (27esya) the names of various flowers, that Kiliddsa has
Nagarika, Madhukariki, Samibhrtiks, Nipupiki, Candriki, Kaumudika
(Malavi.), Parabhrtika, Caturiki (énk.) as the names of handmaids in
his play. Vakulivalika (Malavi.) is possibly an exception.

(iii) Though the preseribed rule (XIX. 34) is that the names having
an idea of auspiciousness, should be given to the menials, Kilidasa has
Raivataka and Sarasaka (Milavi.) as the namos of servants.

(iv) The term svam:n has been used by an army-chicf (senagats) in
addressing the king (Sak. ID)in violation of the proseribed rule that it
should he used for the erown-prinee (X{X."’H).
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(v) Besides these, Kalidasa has written elaborate Prologues to his
plays, though the Natyaastra does not recognize anything of this kind as
a part of the play proper. Thesc 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.

(b)’ Besides these there seems to be other facts which probably go to
show that Kalidisa knew the present Natyadastra. They are as follows *

(i) Kalidasa uses the following technieal terms of the Natyasastra :
angahara, vitti, sandhi, prayoga, (Kumara, VIL 91), anga-sattva-vacana-
$rayam mittam (Raghu, XIX. 36), patra, prasnika, sausthava, apadeia,
upavahana, $akhi, vastu, miyuri mirjana (Malavi.)

(ii) Kalidasa mentions the mythical Bharata as the director of
the colestical theatre (Vikram, III),

(iii) According to Katayavema, Kilidisa in his Malavi. (I 4.0; 21.0)
refers to particular passages in the Natyadastra (I 16-19 ; N3 (C) XXX,
92fF.)

3, The Mythological Data

In the paper mentioned in the beginning of this chapter the present
writer was mistaken in his interpretation of the word mahagramani which
does not mean Ganapati as Abbinava the reputed commentator of the
Natyaéastra opines (see notes on IIL1-8.). The absenco from the Natyaéastra
of this ‘deity who does not appear in literature before the fourth century
speaks indeed for the great antiquity of this work.

4. 'The Ethnological Data

The Nityasastra in one passage (XXIIL 99) names Kiratas, Barbaras
and Pulindas together with Andhras, Dramilas, Kaéis and Kosalas who
were brown (ass#a, lit- not white), and in another passage (XVIIIL, 44) names
Andhras and Dramilas tovether with Barbaras and Kiratas. Apastamba
the author of the Dharmasitra who lived at the latest in the 800 B.C.
belonged to the Andhra land (Jolly, Hindu Law and Custom, p. 6 and also
P.V. Kane, Hist. of the Dharmaéastra. Vol. I. p, 45). Henee it may be
assumed on the basis of thesc names that the Natyasastra was in all likeli-
hood eomposed at a tiwme when a section at least of the Andhras and the
Dramilas (forefathers of the modeen Tamils) were still not looked upon
as thoroughly ecivilized. Such a time may not have been much after the
beginning of the Christian era.

5. The Epighraphical Data

Sylvain Lévi has discovered parallelism between the Natyasastra and
the inseriptions of the Indo-Seythian Ksatrapas like Chastana Wwho are
referred to therein as szim: a term wpplicable, according to the Shstra to
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the yuvarafa or crown-prince (I Ant. Vol. XXXIII pp. 163f). Though
MM.P.V. Kano (Introduction to the 8D, p, viii) has differed from him,
Lévi’s argument does not scem to be without its force. 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 svamsn a term to
ba formally applied to the reigning monsrch only. Besides the argument
put forward by Lévi, there may be collected from the inscriptions other
facts too which may incline us to take 200-300 A.C. as tho timo of the
compilation of the Natyaéastra. Theseare as follows: i

(a) The word gandkarva probably in the sense in which the Natya-
8@stra uses it (XXXVL 76) oceurs in the Junagarh Rock inscription
of Rudradaman, 1 (150 A.C.). This also mentions terms, like sausthava
and #syuddka which we meet in the Nitya$stra probaly in the same
sense (Junagarh Inscription of Rudradaman I.Sec Select Inscriptions,
pp. 172-173).

(b) The respeet for ‘Cows and Brahmins' (go-drihmana) which the
author of the Natyalastra shows at the end of his work (XXXVI. 77)
has its parallel in the inscription referred to above. And respect for
Brahmins also finds oxpression in more than one inscription belonging to
the 3rd century A.C. (0. ce. pp. 159, 161, 165)

(c) The three tribal names Saka, Yavana, and Pahlava appearing
in the inscription of Vasistiputra Pulomayi (149 ’A.C‘) occur in the
same order in the NatyaSastra (0p. cs2., p. 197,) and NS,

The cumulative effect of all these data scems to be that they may
enable us to place the Natyadastra about 200 A.C., the time of these
inscriptions.

6. The Natyasastra earlier than Bhasa

Lack of conformity to the dramaturgic rules of the Natyaéastra has
sometimes been cited as an evidence of the antiquity of Bhiss, 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 oceurring in the Natyalastra cannot, for obvious reasons, be the
author's fabrication without relation to any pre-existent literature;? 1f
the Natyadastra was written after Bhasa's plays, its rules had every chance
of having been a generalisation from them as well as from numerous other
drematic works existing at the time, while the contrary being the eage (i.e,
Bhasa being later than the Natyaiastra) some noveltics are likely to be

' F. Hall in his Introduction (p.12) to the Dasarupa says: Atall events, he

(Bharata) would hardly have elshorated them (the rules) oxcept as inductions, from
actual compositions, e
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introduced by the dramatist in disregar(_l of the oxisting rules. It ison
this line of argument that the chronological relation between Bhasa and
the Natyfastra, will be judged below.

(3) On no less than three points, Bhasa scems to have disregarded
the rules of the NatyaSastra. These are as follows :

(i) The sufradkara (Dircctor) begins the plays, though according
to the Natyalastra the sthapaka (Introducer) should perform this
tunction (V. 167).

* (ii) In contravention of the rule of the Natyafistra (XX, 20)
Bhasa allows death in Act T of Abhiscka.

(iii) In th:e. Madhyama-vyayoga and the Dutaghtotkaca, Bhasa does
not give the usual bharalavikaya (final benedietion) and what he gives
in its stead, may be an innovation.

Hence it may be assumed that the Natyaastra was completed before
the advent of Bhasa,.

(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. Tor example, he mentions in a humorous context the Jester con-
founding the Natyadastra (Avi. II 0. 38-39) with the Ramayana. Bhasa’s
mention of some techinieal terms as well as the acquaintauce which he
shows with some speeial rules of the Natyaéastra may also be said to
strengthen the above assumption.

(i) First, about the technical terms. They are : sausthava, prastavana,
sutradhara, preksaka, cari, gati, bhadramukha, havae, bhava, marisa,
natakiya, the root patha, ranga.

(ii) The hetaera in the Carudatta (I. 26,38.) says within herself, “I
am unworthy of being allowed cntrance into the haren}" (abhaini aham
abbhantara-pavesassa). This scems to refer to the NS, XX, 54. The
cxpression, “by means of a Nitaka suiting the time” (kalasamvading
nivlaena) in Pratima. (1. 4. 7) probably points to NS. XXVIL. 88ff.

(iii) The vocal skill of the hetacra referred to by the Sakira (Parasite)
in the Carudatta may also be said to poiut to the elaborate rules regarding
intonation (k@) in the NS. XIX 37-8,

(iv) Besides these, cxpressions like “the two foet made facile in
dance due to training” (nr#lopadesa-vitada-carapan) and “she represents
the words with all her limbs” (adkimayals vacams: sarvagitrash) in
the Carudatta (1.9.0, 16.0) probably relate to the elaborate discussion
on dance and the use of gestures in the Nityasastra. ’

On the basis of all these it may be assumed that Bhiga was
acquainted with the contents of thespesent toxt of the Natyaéastra. Hence
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it may be placed in the 2nd centuary A.C. ie. one century before
the time generally assigned to Bhasa’s works. (Jolly, Introduction to A8,
p. 10, but according to Konow Bhasa’s date may be the 2nd century
A.C. See ID. p. 51).

From the foregoing discussions it may be reasonable to assume
the existence of the Natyadastra in the 2ud centuary A.C, though it must
not be supposed that the work remained uninterfered with by interpolators
of later ages. Such an interpolation may exist more or less in all the ancient
texts. For example, Aristotle's Poetics too, in its reccived text, has bpen
suspected to have interpolated passages in it. There are indeed interpolated
paseages in the Natya$astra and some of these have been_ pointed out?
and a few more may by some chance be discovered afterwards But this
may not bring down the work as a whole to later times.

* See notes on X VIII. 6,48; XX.63. Besides theso cases, the seventeen couplets
after XV. 101 and the five couplets after XVI 160 are spurious. For these do not
give any important information regarding the art of the theatre or dramaturgy and may
be morely echolastic additions. The passage on praeritis XIV. 36-55 may also bo
spurious.









THE NATYASASTRA
CHAPTER ONE
. THE ORIGIN OF DRAMA

. Salutation

1. With'a bow to Pitamaha! (Brahman) and Mahe§vara®
(Siva) I shall® explain the Canons of Drama® (Nafyasastra)
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, approached
the pious Bharata® the master of dramatic art during an inter-
mission of studies (anadhyaya). He (Bharata) then just finished

1 (B. G. same). ! Pitamaha (the Grand-father)is a Puranic epithet
of the Vedic god Brahman. For, the Pitrs (the Fathers) such as Angiras,
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 Vispu in his fullfledged Puranic
churacter,

* Mahefvara (the Great God) is another name of Siva who is
originally a pre-Vedic deity. Salutation to Siva along with Brahman, is
very rare in Indian literature.

3 By ‘drama’ in this connexion is to be understood any play in its
thcatritl‘,al and literary character. For on this point Ag. (I p. 7) says that
the NB. is meant for the producer (of a play) as well as the poet
(=playwright). afardmeaguai wafafa,

2-5 (B.G. same). * Atroya—There are two Atreyas. One is a
disciple of Yajiavalkya (Mbh.) and another that of Vamadeva (Brahma P.)
See Vidyalankar, Jivani-kosa, sub voce.

% Puranas.except the Matsya (24, 28-30) are silent on this Bharatu,
the authority on the Canons'of Drama,
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the muttering of prayers (jopa) and was surrounded by 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 he
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'. O
Brahmins, in the daysof yore when the Golden Age ( Kyta-
yuga)la passed with the reign of Sviyambhuva (Manu), and
the Silver Age (1'etaynga) commenced wjth the carcer of
Vaivasvata Manu, and people became addicted to sensual

® Natyaveda—The ‘Natyaveda’ according to Ag. is a synonym for
the ‘Natyadastra’, and is no Vedic work. He (L p. 4) says : & § m=@ 82
meafafs gare: waur wargmewar,

¢ pramiana=cxtent, Ag. takos the word in the sense of proof
(pramanam atra nidcaya-janakatvam), but he cites another view as well,
which takes the word to mean ‘humber’ and is as follows : W& g Armwamt
seFAat aEifvracanamr @1 dafs favmfaadsd w7 sareed,

8 From the five questions put in here, itis not to be assumed that
the treatment of subjects mentioned will follow the order*of these,

6 (B.G. same).

7-12 (BG. same). ' The reference here is to the Nityaveda
alleged to have been composed by Braliman in about 36000 8lokas. It is
also believed that, later on a shorter work (in 12000 granthas) was based
on this great work and it was in the form of a dialogne between Siva and
Parvati. This is considered by some to be the Adibharata or Sadativa-
bharata. The present NS. contains about 12000 granthas and it is supposed
tn inelude the views of the authors of the now extinet Natyaveda (composed
by Brahman) as well as of the Adibharata, See Preface to NS, (B.) pp. 6-7.
On this point Ag (L. p.8) says: 18 szifeamemiawaaafadedn sxwraramfaazag
waadtarcfades azgaadta ffvafs wed,

1a A. K. Coomaraswamy has freely translated 8-17 (The Mirror of
Grestures, New York, 1936, p. 16),
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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,
Danavas, Gandharvas, Yaksas, Raksasas and great Uragas
(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
Colour-groups® (varpa)”.

13. “Let it be s0”, 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 (itih@sa),?® which will
conduce to duty (dharma)®, wealth (artha) as well as fame, will

* gramyadharma—Ag. explains the word differently and as follows :
RSN OEq e v QuwivgaEeET, .

$ According to ancient Indian geography the carth was divided
into seven @vigas (continents). Jambudvipa is one of them. It included
Bharata-varsa or Blarata-varsa, known at present as ‘India’. Vigpu P. (ch.
1-12). See Winternitz, Hist. of Indian Literature, Vol. I, p. 548.

¢ On this point Ag. snys : s@ffa we wafafs gyufanefiee.

5 This relates to the four classes such as Brahmana, Ksatriya, Vaiéya
and Stdra, .

18 (B.G. same). ' Yoga has been defined in Patafijali’s work as
cittavrttinirodhah. Tt however begins with the coneentration of the mind.

2 After 13, B. reads onc additional couplet. But G. considers this
passage to be spurious and puts it in the footnote.

1416 (B.G. same). ' In the carly Indian literature the strkase
alone was considered as the fifth Veda. Sce Chandogya Up. VIL 1f. and
7, and Suttanipata, IL7 (scllasutta). Kautilya's Arthaéastra too gives
the same position to the /#rkasas. Sce Winternitz, Vol. .. 313,

3 On ##shasa sce noto below.

- dharma also means virtue, law and custom ete.
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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 (éistra) and will give a review of all arts and crafts*
(#ilpa)’.

16. With this resolve the Holy One (bhagavat) from
his memory of all the Vedas shaped this Natyaveda compnled
from the four of them.

17-18, The recitative (pathya) he took from the Rgveda,
the song from the Saman, Histrionic Representation (abhinaya)
from the Yajus, and Sentiments (rasc) from the Atharvaveda,
(and] thus was created the Natyaveda connected with the
Vedas principal and subsidiary (vedopaveda), by the holy
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 &slpa is veryoften synonymous with #2la. As the 64
kalas enumerated in different works inelude different arts and erafts, theso
two words may be translated as ‘arts and crafts’.  Srlga, however, is some-
times to be distinguished from £a/3; and then it may mean merely ‘a eraft’,

16 (B.G. same).

17-18 B.G. same). ' Vedopaveda—the Vedas and the Upavedas
i.e. the Vedas principal as well as subsidiary. The Vedas areall
well-known, and there are at least four Upavedas, one being attached to each
of the Vedas. They are as follows: the Ayar-veda.(the Science of Medicine)
to the Rgveds, Dhanur-veda (the Science of Arms}—to the Yajurveds,
Gandharva-veda (Musical Science) to the Samaveda, and Sthapatya-§astra
(the Beience of Architecture) to the Atharvaveda.

19-20 (BG. same). ' Kautilya's Arthadastra in its definition of
#likasa cnumerates purina and dfivrtta as belonging to its contents. An
ftivrtta, according to Winternitz, can only mean an “historieal event” and
purane probably means “mythologieal aud legendary lore.” Vol. L p. 518,
Pargiter has, however, cxtracted solid historical facts from some of the
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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 (muni)* 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

94. On. these words of Sakra (Indra), Brahman said to me;
“O the sinlesssone, you with your one hundred sons! will have to
put it (the Natyaveda) to use”.

25. Thus ordercd. T learnt the Natyaveda from Brahman

extant Puranas (Sce his Ancient Indian Historical Traditions, London,
1922). According to the native Indian tradition s#zkasa is said to be an
account of events that occurred in the past, earrying in it instrdetions
about duty, wealth, enjoyment of pleasure, and salvation. The traditional
Sloka is—
wAtmmatarrguenesfaay | sfawnaugmfafavid need o

The same tradition assigns the position of tfzhase to the Mahabharata
the great Indian epic. It is possibly this #kase that has been conneeted
with the Natyaveda by the amthor of the Sastra. Henee it appears that
Oldenberg’s theory about the original connexion between epic and dramatic
poetry, is worthy of serious consideration, Na¢yikkyam pancamam vedam
setthiisam karomy aham (15) scoms to be very significant. Ag. T p.13)
explains setihasam as it1hasopadesakarnpam saprabhedam. Sec Winternitz,
Vol. I pp. 100 £. 312 n. 2 See note on 14-15 above.

2192 (B.G-. same). ' It may be tentatively suggested here that the
gods represented the primitive Indo-Aryans who. possibly had no drama.
On this point see the author’s Pracin Bharater Natya-kala (in Bengali),
Calcutta, 1945 p. 60 £f.

23 (B.G. same). ' The word muns is evidently to be derived
from the Pkt. root muna ‘to know' which is most probably not of Indo-
European origin. ’

24 (B.G. same). ' The Purinas and similar other works totally
ignore these one hundred sons of Bharata,

26 (B. G. same).
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and made my able sons study it as also [ learn ] its proper
application.
Names of Bharata’s one hundred sons

26-39. [Names of my sons are}: Sandilya, Vatsya, Kohala?,
Dattila®, Jatila, Ambasthaka, Tandu, Agnisikha, Saindhava, Pulo-
man, Sadvali, Vipula, Kapifijali, Badari, Yama, Dl{ﬁmrz'xyaga,
Jambudhvaja, Kakajangha, Svarnaka, Tapasa, Kedara, Nalikarpa?,
Dirghagatra, Salika, Kautsa, Tandayapi, Pingala, Citraka, ]?an-
dhula, Bhaktaka, Mustika Saindavayana Taitila, Bhargava, Suci,,
Bahula Abudha, Budhasena, Pandukarna, Kerala, Rjuka, Mandaka,
éambara, Vaitjula, Magadha, Sarala, Kartr, Ugra, Tusara, Parsada,
Gautama, Badarayana®, Vily, Sabala, Sunabha, Mesa, Kaliya,
Bhramara, Pithamukha Muni, Nakhakutta®, A§makutta?, Satpada,
Uttama, Paduka, Upanat, Sruti, Casasvara, Agnikunda, Ajyakunda,

Vitandya, Tandys, Kartaraksa, Hiranyaksa, Kudala, Dubsaba,
26-39 (B. same ; G, 26-38). ! B.and G. read some of these names
differently. Some at least of the so-called sons of Bharata mightin fact
have been the authors who wrote on dramaturgy, histrionic art, dance and
music ete. Singabhtipala mention the first four. See below notes 2-7,

? Kohala has again been mentioned in NS. (C.) XXXVI. 65. Ag.
has referred to his opinion several times and quoted from his work on
natya (Vol. 1. pp. 140, 178, 182, 183, 285 ; W8I, 1. pp. 26, 55, 130, 133,
142, 144, 146, 147, 151, 155, 407, 416, 421, 434, 452, 458, 459). Later
Yvriters like Damodaragupta, Hemacandra, Sarngadeva, $zirad;itanayn and
Singabliipala acknowledge him as an suthority on drama aud music. (See
8. K. De, Skt. Poctics, p. 25. f.n.)

¥ Ag. has quoted a passage from the work of one Dattilacarya (Vol. I,
D. 205). He seems to be identieal with this Dattila. See also note 1 above,

* Salikarya is probably identical with ﬁ?\takanga referred to and
quoted in the comm_eutary of the Anargharighava (p. 7. see Lévi, IL
pD. ?7, 65) and the Nitakalaksana, (p. 47, od. M. Dillon). Cf. Silivahana
=Satavahana,

5 1 T~

a ll:lw Natakaluksana (pp. 46, 114) vefers to and quotes from him.

The Natakalaksa (pp. 114, 121) rofers ,
L sana (pp. ofers-to and :
authority.  So does SD (295), ’ M uotes from. this

. .l‘hv A d.t:lk&l lk HY)E (I )} 4, ]9 l 3)’
7 q b HY o O ) 14 1
P /] ) ] ')) H‘f"l s to Ind (lll()tes
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-Jala, Bhyanaka, Bibhatsa, Vicaksana, Pundraksa, Pundranasa,
Asita, Sita, Vidyujjihva, Mahajihva, Qﬁlafakﬁyuna, Syamayana,
Mathara Lohitanga, Samvartaka, Paiicagikha, Trigikha, Sikha,
Sankhavarnamukha, Sanda, :éar'lkukm'r_m, Nakranemi, "Gabhasti,
Améumali, Satha, Vidyut, \éitnjahgha, Raudra and Vira.

39-40. [Thus] at the command of Brahman and for the
benefit of the people I assigned to my sons different roles suitable
to,them®,

Performance begins with three Styles.

41. O ‘Brahmins, T then prepared to give a performance
(prayoga) in Which was adopted dramatic Styles (cptti) such as
the Verbal (bharati),® the Grand (s@ttruti), and the Energetic
(arabhati).

Need of the Kaidiki Style

42-43. I [then went? to Brahman and] after bowing,
informed him [of my work] Now Brahman (lit. the yur
of gods) told me to include the Graceful (kadsiki) Style also
[in my performance], and he asked me to name materials
conducive to its introduction.

43-45. Thus addressed by the master I replied, “Give me
materials necessary for putting the Graceful (ku7§ik) Style into prac-
tice. At the time of Nilakantha's? (Siva) dance T have seen his
Graceful Style appropriate to the Erotic Sentiment, and this requires

39—40A(B. same ; G. 39). ' G.reads 39b differently.
41 (B, same ; G. 40). ' The four Stylex probably related to four
tribes such as Bharata, Sittvata, KeSika and Avabhata. Among these

Bharata and Sattvata are wellknown. The remaining two names might
have been lost.

42-43 (B. same ; G. 41). * G om. 42,

? pragrhya (=cmbracing) has been taken to mean ‘going to’.

43-45 (B. same ; G, 42-44a). ' Siva is Indin’s traditional god of
danee. See M. Ghosh (ed.) Abhinayadarpana, Caleutts, 1934, English
Translation, p- 1
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beautiful dresses and is endowed with gentle' Afgaharas? and
has Sentiments (rasa), States (hhava)® and action as its soul.

Creation of Apsarasas for praétisinz the Kaidiki Style

46-47. This Style cannot be practised properly by men
cxcept 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. -

Names of Apsarasas

47-50.  (Their names® arc] : Maijuket, Sukest, Migrakedi,
Sulocana, Sautiz‘imini, Devadatta, Devasend, Manorama, Sudati,
Sundari, Vidagdha, Sumala, Santati, Sunanda, Sumukhi, Magadhi,
Arjuni, Saral3, Kerala, Dhrti, Nanda, Supuskala and Kalabha.

Svati and Narada engaged to help Bharata

50->1. And by him (Brahman) Svati together with his
disciples was employed to play on musical instruments, (lit. drums)
and celestical musicians (yandharra) such as, Narada® and others
were engaged in singing songs.®

51-53. Thus after comprehending the dramatic art (natya)
which arose out of the Vedas and their (different] limbs, 1
along with my sons as well as Svati and Narada approached
Brahman  (lit. lord of the worlds) with folded palms and

“Wor aigakiras see N3, IV, 16 ff. Read mdvangakara for
nittinga®in B, ¥ Nor details on States see NS, VI,

46-47 (B. same ; (¢, 44b-45), nal yildankire heve may be taken also
to mean nayyalaikiras mentioned in NS, XXIV. 4-5,

47-50;(B. 47-50n, G. 46-47). ' B, and G read some of the names
in a slightly different mann..
50-51 (B, 50b—>51a, (r.'49).,

' ' One Sviti has been mentioned in the
Vispu P Nirada is alwo a well

» Ni -known Purdnic sage. Ho is mention(
43 a musician_in Bhigavata and Viyu P. See Vidyalankar. JK.. sub voce,

. ? Ag. thinks £ana in this connexion means the playing of stringed
. Instruments and flutes, .

5153 (B. 51b-53a, G. 50-51),
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said that the dramatic art (n@fya) has been mastered, and prayed
for his command.

The Banner Festival of Indra and the first produetion 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
thig 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 (randsi) containing blessings with words in
their eightfold? aspects (ast@nga, 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 pleased 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-55a ; G.52-53). ! This festival ocecurred on the
twelfth day of the bright half of the moon in the month of Bhadra. It was
a very popular festival in ancient India. Aévaghosa mentions it in his
kivyas, Maha, a part of the compound dhvaja-maka is simply a Pkt.
form of the word makha meaning ‘sacrifice’ ; cf. /ndra-makha.

55-58 (B. 55b-58a ; G. 54-56). ! Veda-sammita (veda-nirmita, G.)
means ‘like the Veda’ . e. ‘holy’.

? The eight aspects of words are noun (nama), verb (abkyata),
particle (n1pata), prefix (upasarga), compound word (samisa), secondary
sufc (faddhsla), euphonic combination (se#dks), nominal andwverbal
suffixes (v:0hakti). Sce NS. XV. 4,

58-61. (B. 58b-61, G. 57-59) ! Making gifts to dancers, singers
and actors at a performance, is a very old custom'in India. Such gifts were
made by rich members of the audicnee, while the common people enjoyed

2
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(S‘a-kru) gave his auspicious banaer, then Brahman a Kutilaka?
and Varuna a golden pitcher (bhgngara), Sirya (the sun-igod)
gave an umbrella, Siva success (siddhi), ﬂ"d, Vayu (the wind-
god) a fan, Visnu gave us a lion-seat (simh@sana), Kuvera
a crown, and the goddess Sarasvati gave visibility as well as
audibility®.

62-63. ! The rest of the gods, and the Gandharvas, the
Yaksas, the Raksasas and the Pannagas (Nagas) who were present
in th.at assembly and were of different birth and merit, gladly. gave
my sons speeches suited to their different roles [in the play], States
(bhara)?, Scntiments (rusa), [good physical] form, [proper]
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 Danavas 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 Asuras
resorted 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 influence of modern theatres which realise the price of the enter-
tainment beforchand by selling tickets.

? Kutilaka—Ag. takes it to mean @ curved stick fit to be used
by the Jester”. . But he does not seem to be supported in this by the old
dramatic literature, In Kalidasa's Milavi. however oceur bhuangama-
kwlila-dandakaltha and dandakattha («d. Pandit, Bombay, 1889, IV, 150,
160). But it }s not elear from the context whether it belonged to the
Jester. The NS. XXIII 167-170 deseribes probably this dandakastha, but
does not conneet it with the Jester,

¥ From now on the numbering of couplets is wrong in B,

62-63 (B. same ; G. 60-61). ' B, reads 63a as zmam: RIS HAg
fediaa. * Yor details on States see NS. VI, .

64-65 (B. same ; G 62-63). ' na ksamivyimahe (neltham sechi-
make, B). ‘

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 (sitradhara) together with his associates (actors)
had been rendered senseless and inert.

69-70. Then with eyes turning in anger he rose and
took up that best banner staff (dhvaja), 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
wischief).  *

71-73. The Vighnas together with the Danavas having been
slain, all the gods saids in joy. “O [Bharata,] you have got a divine
weapon with which all destroyers of a play have been made jarjera
(beaten to pulp). Hence it will have the name of Jarjara.!

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 Daityas? 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 ; so
enlighten me about the means of its protection.”

_67-68 (B. same ; G. 65-66) ' latra lesam sal (swtradkarasya, B.G.)

69-70 (B. same ; G. 67-68).

71-78 (B. 71-72, 78b ; G. 69-70, 71b). * Thisi is ¢ evidently an instance
of folk-etymology. We read 72b. as, wrarfaw’ fam: g% 3% 8 awamar: (C)
but B, G, srekQwagaar a7 gman #a: and adds one hemistich as follows:—
qurgRn & frwr: Gy ASdwar.

78-75 (B. 78b-75, G. 72-78). - 75-76 (B. 76, Gi. 74).

76-78 (B, 77-18 ; G, 75-76). . \ dastyanam (madarthe, B.)
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78-79. “O the high-souled one” said. Brahman then to
Viévakarman, “build carefully a playhouse of the best type.”

79-81. After constructing it accordingto this instruction®
he (i.. Viévakarman) 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 Brahman said to the rest of gods, “You
ought to co-operate 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
(nepathya), Agni its plinth, clouds the musical instruments?,
deities of four Calour-groups (rerpa)® the pillars, the Adityas and
the Rudras the space between the pillars, the Bhiitas (spirits) the
rows |of seats = dharani), the Apsarasas its rooms, the Yaksinis
the entire house, the ocean-god the ground, Yama the door, the two
Naga kings (Ananta and Vasuki) the two blades of the door
(dvarapatra)*, the Rod® of Yama the door-frame, Siva’s Pike the
top of the door. .

88-93. 1 Niyati and Yama (Mytyu) were made two door-
keepers, and Indra himself stayed by the side of the stage. In the

78-79 (B. 79;G.77). ' Viévakarman is the ‘architect of the gods,
He is very frequently met with in the Purinas. There was also'a Vedic
deity of this nmmne. See Vidyalankar, JK, subd zoce.

79-31 (B. 8182 ; G 79-80). ' Krtva yathokiam evam tu gvham
padmodbhav.jiayi. B, G read in place of this Lemistich a complete §loka.

82-58 (B, 53-89a ; G. 81-87a). ! Vedska rangavedikii atra tiksno'
dhisthatetyarthel (Ag.). .

2 bhinda 1t1 tripuskare sopakarane (Ag.)

® Such deitics are nowhere to be met with.

* dvirapalra (dvara-piroe (+.) % See NS, I11. 1-8 note 5.

88-93 (B. 89b-95a ; ;. 87b-92a),

wud 91b, "B, reads a casplet between 9la
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Mattavarapi was placed Lightning which was capable of killing
Daityas, and the protection of its pillars was entrusted to the very
strong Bhiitas, Yaksas, Piacas and Guhyakas. In the Jarjara was
posted Thunder (vajra) the destroyer of Daityas, and in its
gections (parva) were stationed the best and powerful gods. In the
topmost section was placed Brahman, in the second bxva, in the .
third Visnu, in the fourth Kartikeya and in the fifth great Nagas
such as, Sesa, Vasuki and Taksaka.”

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
person).

97. He (Brahman) said that the gods who were employed to
protect it (i.e. the play) would be its guardian deities.

Brahman pacifies the Vighnas

98-99. In the meanwhile gods in a body said to Brahman,
“You should pacify the Vighnis by the conciliatory method (s@mai).
This (method) is to be applied first, and secondly the making of
glfts (dana); and (these proving futlle) one should afterwards create

93-94. (B.95b-96 ; G, 92b-93). ' See NS. V. 74,
% (B.97; G. 94),

96 (B. 98 ; G. 95). ! Sarasvati mentioned herc scems to be the
Vedic goddess of the same name, See Rk. 1, 142.9 and JK. sud zoce.

? Omkara as a deity is very rarely to be met withe
97 (B.'99; . 96).
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amon enemles] and this too proving unsuccessful
zllls:;?:;o:orée (daida) should be apphed (for curbing them?).

100. Hearing these words of the gods, Brs.:hman called tl}e
evil spirits and said, “Why are you out for spoiling the dramatic
performance ?”

101-103. Questioned thus by Brabhman, Viripaksal
together with the Daityas and the Vighnas, said these concil?atpry
words: “The knowledge of the dramatic art (natyaveda) which you
have introduced for the first time, at the desire of the gods, 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 Viriipaksa,!
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
of the Daityas.

Characteristic of a drama

106. In it (nadya) there is no exclusive representation of
you or of the gods: for the drama is a representation of the state
of the Three Worlds (bharanukirtana)?,

107. [Init] sometimes there is [reference to] duty, some-
times to games, sometimes to money, sometimes to pewe, and

98-99. (B.100-101 ; G. 97-98). ! This is an ancient:Indian political
maxim,

100 (B. 102 ; G. 99).

101-103 (B. 103-105 ; G, 100-102). ! This name occurs in Ram. and
Mbh. and in some Pumnaq, but none can be identified with Virtipakea
mentioned here. See Vidyalankar, JK. sub voce,

104-105 (B.106-107 ; G. 103-104), 1 For Virupakss, B, reads
vghnanim, .

108. (B.108; G.105). ' A. K. ! ~oomaraswamy has freely translated
106-109. (See MG, New York, 1936, pp. 16-17).

107 (B,109; G. 106),
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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 fulfilment, 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

persops, 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 arg 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 indifferent, and will give courage, amusement
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 (dkarma) as well as to fame, long
life, intellect and general good, and will educate people.

11}3. 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 aspeet of dramatie performances.

110 (B, 112 ; G. 109).

111-112 (B, 113-114; G. 110-111). *-Aristotle also brings in ‘ipita-
tion’ to explain poetry and drama (Sce Poetics).

118 (B.115; @. 112). * See above 108-109 note,

114-115 (B. 116-117 ; G. 113-114).”

116 (B.118; G. 115).
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117-118. Hence I have devised the drama in which meet
all the departments of knowledge, different arts and various actions.
So, (O, Daityas) you should not have any anger towards the gods ;
for a mimicry of the world with its Seven Divisions (sapla dvipa)?
has been made a rule of, in the drama.

119. 1 Stories taken out of Vedic works as well as Semi-
-historical Tales (itikasa) [so embellished that they are] capable of
giving pleasure, is called drama (n@tya),

120. * A mimicry of the exploits of gods, Asuras, kings as
well as house-holders in this world, is called drama.

121.  And when human nature with its joys and sorrows, is
depicted by means of Representation through Gestures, and the like
(ic. Words, Costume, and Temperament or Satlva) it is called
drama.”

Offering Paija to the gods of the stago

122-123. The Brahman said to all the gods, “Perform duly
in the playhouse a ceremony (yejana) with offerings, Homa,!
Mantras?, (sacred) plants, Japa®: and the offerings in it should
consist of eatables hard as well as soft (bhojyr and bhaksya?).

124, Thus this Veda (ll, this Natyavedm) will have a

117-118 (B. 119-120 ; G, 116). 'Accordmg to the Purapie geography
the world was dwulod into seven continents such as Jambu, Plaksa, balmah,
Kuéa, Krauice, Sika and Puskara. Kach of these continents was further
subdivided iuto nine regions, and Bharata (India) is a region of the Jambu
continent.

119 (123L-1248 ; G 119) ' B. readsone couplet more after tisis

120 (B. 121b-122a ; G. 117) ! We read 120b ag kitanukaranam loke
natyam elad bhavisyats, but B. G G. differently.

121 (B, i22b-123a ; G. 118).

122-123 (B. 125b-127a ; G 120-121). ! I:oma-oﬁ‘ormg oblatxons to
gods by throwing gkee into the consecrated fire.

2 mantra—formula of prayer sacred to any deity.

* Japa—repeating a mantra or muttering it many times '
¢ afangavavd wefefa #fwr, @ weRqmify fane wzwife,
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happy adoration of the world A dramatic épectacle. (preksat)
should not be held without offering Puja® to the stage.

125. He who will hold a dramatic spectacle without offering
the Pija, will find his knowledge [of the art] useless, and he will be
reborn as an animal of lower order (tiryay-yoni).

126. Hence [producers of a play] should first of all offer by
all means, Piija to the’[presiding] deity of the stage, which iy
sirfilar to the [Vedic) sacrifice.

127. - The actor (nartaka) or his wealthy patron («arthapati)
who does not offer this P@ja or does not cause it to be offered,
will sustain a Joss.

128. He who will offer this Piija 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
s0, offer Piija to the stage.”

Here ends Chapter T of Bharata’s Natyadastra,
which treats of the Origin of Drama.

124 (B.127b-128a ; GL122) ! preksis Pali pekkhis oceuring in Sikkha
padas (e. 600 B. C.).

? pufa—worshipping a deity with flowers, sweet scent, incense,
music and offering of catables.

125 (B.128h-129a, G.123). 126 (B.129b-130a, G.124).

127 (B180b-131a, G-.125) 128 (B131b-132a, G.1266
129 (B.132b-133, G,127),

B3 SEP 1959



CHAPTER TWO
DESCRIPTION OF THE PLAYHOUSE

Introduetion

-1-2 On hearing Bharata’s words( the sages said, “O the holy
one, we would like the hear about the ceremony relating‘ t? the
stage.?  And how are the men of future to offer Pﬁ!ﬁ in t!ne
playhouse or [to know about] the practices related to it or its
accurate description ? .

' 3. As the production of a drama begins with the playhouse,
you should [first of all] give us Hs deseription.”

The three types of the playhouse

4. On hearing thesc words of the sages, Bharata said,
“Listen, O sages, about the deseription of a playhouse? and of the
Piija to be offered in this connexion.

5-6. Creations of gods [ohserved] in houses and gardens?,

12 (B.G-. same). ' ranga here means ‘the stage” It may also mean
the auditorium as well as the speetators sitting there. S0 Kalidasa writes :
9 wmsfemfofafan o1 gdd o Sk, T 4, 0, 3 (B.G. same)

4 (BG. same). 1. Except the eave (c. 200 B.:C.) in the Ramgarh
hill suspeeted by Th. Bloch (Report of the Archacological Survey of
Tndia, 1903-4, pp.123 ) to have been the remains of a theatre, there is no
other evidenee of the existonee of a playhouse in aneient Tndia. From the
deseription of the Dlayhouse in  the present chapter  we learn that it was
construeted with brick walls and wooden posts probably with a thatehed
hungalow ref The samgidasidic ( samgitafadi) mentioned by Kilidden in
hiy Malavi. was poscibly something like 2 playhouse (nalyamandapa),
Large open halls ealled nilmandsr often found in front of more recontly
built temples iy Bengal wnd the neighbouring  provinees may  he
conneeted  with the egtinet Plavhonses. This wislmandsr or ni-§ilis
is often met with in ghe medieval Bengali literature. '

56 (BG. same), 1, Between the

Wb two hemistichs of 5, B, reads one
more hemistich,

2, This is the reason why 10 deser

: y iption of  playhouse suitable for the
gods has been given in the NS, e
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-
are the outcome of their [mere] will but men’s [creative] 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 Paja at the site [of its construction],

7-8. There are three types of playhouses devised by the
wise Vi§vakarman [the heavenly architecht] in the treatise on his
art (§astra). They are oblong (vikrstn)® square (caturasra) and
triangular (tryasra).

. The three sizes of the playhouse

8-11. Their sizes vary : they may bhe large (jyestha), middle-
sized (madhya) add small (avara). The length (lit. measurcment)
of these [three types] fixed in terms of cubits as well as Dandas, is
one hundred and eight, sixtyfour or thirtytwo. They? should
|respectively] have [sides] one hundred and eight, sixtyfour and
thirtytwo [cubits or Dandas]® long. The large playhouse is
meant for gods* and the middle-sized one for kings, while for the
rest of people, has been prescribed the smallest [theatre].

7-8 (B.G. same).

8-11 (B.G. same). ' Some are for identifying the oblong, the square
and the triancular types respectively with the large, the middle=sized
and the small playhouses, but Ag. very rightly objeets to this. He says.
According TaiAia Wife siwidf «fy &feq w4l g vas fa fafa alass {1 e —
Taga g to Ag's view there will be the following nine types of playhouses :
(i) large oblong (ii) large square, (iii) large triangular, (iv) oblong (v)
medium square, (vi) medium triangular, (vii) small oblong, (viii) small
square and (xi) small triangular. For a free translation of the passpges 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.
VI, 1933. pp. 482 ff,

? They ¢, . the large, the middle-sized and the small.

¥ As the measurements deseribed are both in terms of cubits and
@andas (4 oubits), eighteen kinds of playhouse will be available.

¢ Ag (I p.51) thinks that by gods, kings and other peoples mentioned
in this passage characters in a play have been meant. But this view does not
soom to be plausible. So the other view, mentioned by him, which takes
#ods and kings ete. as spectators may be aceepted,

® Aftor this, B. reads throe couplets which go rightly between 2Q and
2. Q. also holds tho same view. *
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The table of measurement

12-16. Listen now about the measurement of all these
theatres, which has been tixed by Viévakarman. Units of these
measurements® are: Anu, Raja, Bala, Liksa, Yakd, Yava, Angula,
cubit (kasta) and Danda.

8 Anus = | Raja
8 Rajas = 1 Bala
8 Balas = 1 Lik?ﬁ.
8 Liksas = 1 Yika

1 Yava

il

8 Yikas

8 Yavas = 1 Aagula
24 Angulas = 1 cubit
4 cubits = 1 Danda.

With the preceding table of measurement I shall describe
them (i.e. the different classes of playhouses).

The playhouse for mortals

17. An [oblong] playhouse meant for mortals® should he
made sixtyfour cubits in length and thirtytwo cubits in hreadth.

Disadvantage of a too big playhousc

18-19. No one should build a playhouse bigger than the
above; for a play [produced] in it (i.. a bigger house) will not he
properly expressive. For anything recited or uttered in too big a
playhouse will be losing euplony due to enunciated syllables being
indistinet* [to spectators not sitting sufficiently close to the stage].

20. [Besides thi<] when the playhouse is verv big, the ex-
pression i e face [of actors] on which rests the Representation

12-16 (B.13-19, G. same). 1, The table of measurement given here
agrees substaatially with the one given in the Arthadistra of Kautilya (sce
IHQ. VIIL p. 482 footnote), '

‘ 17 (B.20, G. same). ' A wmedium oblong playliouse is meant here.
It is deseribed in detail lator on,  See 33-38, 43-45, 63-65 below.,
18-19 (B.21-22, G, same). ‘nnab/zz'z:yaktrz-mn_mlé&d, B. reads

anshsatana-dharmatvid, In spite of Ag’s sceeptance of this reading it )
may not he considered genuine. "t :
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of States and Sentiments,® will not be distinetly visible [to all the
spectators].

21, Hence it is desirable that playhouses should be of
medium size, 5o that the Recitatives as well as the songs in it, may
he more easily heard [hy the spectators].t

22-23.  Creations of gods [observed] in houses and gardens
are the outtome of their [mere] will, while men are to make careful
efforts in their cre'stions; hence men should not try to rival the
creation of gods.> T 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 measure the site
of the building.

25. A builder should erect a playhouse on the soil which
is plain, firm, hard?, and black or? white.

26. Tt should first of all he cleared 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

27a.  The ground being cleared one should measure out
(the building site 2

20 (B.24, G.21). ! rago b/mz/asrxlz-msasmyala

21 (B.24, G.21) ! After this B. G. read two more couplets.

22-23 (B. 27-28, G. 24-25). ! That is, mortals (men) should not
build a playhouse of the biggest type which has been preseribed for gods.

24 (B. 29, G. 26).

25 B.30,G.27). ! Ag. thinks ‘afhina means anusari (=fertile).

* According to Ag. the second ¢2 means ‘or’.
" 26 (B. 31, G. 28).

27a (B. 32, (. 29a). 'This hemistich is followed in B and L by
one couplet which in trans, is as follows : The asterisms, Uttaraphalguni
(Beta-Leonis), Uttarasadhi ( Taw-Sagittarii), U ttarabhadrapadi (Andro-
mede), Mrgiras (Lambda- Orionss), Visikhi (Jota-Libra), Revati (Prs-
cium), Hastd (Coywit), Tisya (Delta-Cancrs) and Anuradhi (l)elta-émn}u)
are favourable ih conunexion with drama,
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97.98, Under the asterism Pusya (Cancri) he should spread
[for measurement] a piece of white string which roay be made of
cotton, wool, Muiija grass or bark of some tree.

Taking up the string

98-31.  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 dic.
When it is broken into three a political disorder will oceur in the
land, and it being broken into four pieces the master of the
dramatic 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 be taken and held with [great] care.
Besides this the measurement of ground for the playhouse should
be carefully made.

32-33. And at a favourable moment which occurs in a
(happy) Tithi* during its good part (su-karana)? he should get
the auspicious day declaved after the Brahmins have heen 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
[equal] parts.  The part which will be hehind him (i.e. at his back)
will have to he divided again into two equal halves. Of these
halves one [behind him] should he again” divided equally into tivo
parts, vne of which will he made the stage (rana-tirsa) and
the part at hack the tiring room | wepathya).

27-28 (B. 33h-34a, G, 30b-31a).

2831 (B. 34b-37, . 31b-34).  * soimina)y = preksipateh. Ag.
* prayoktur=mnat yiciryasya, (Ag.)

32-33 (B 33-39%, G, 35),

% Rarana—a half of o Tuna
3 G. umits 33a,

. %3-35 (B. 39b-41a, (. 36-37),

! lithi—a lunar day.
" day, see bolow 43-45 note.

' See 17 above and the note 1 on it
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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 thd play-
house. And during this ceremony [of laying the foundation] all
the musical instruments such as, conchshell, Dundubhi?, de.mgfu2
and Papava® should be sounded.

37-38. And from the places for the ceremony, undesirable
pereom such as heretics, including gummmal men in dark red
(kasaya)? mbes as well as men  with physical defects should be
turned out.

38-39. « At night, offerings should he made in all the ten
directions [to various gods guarding thomJan«l these offerings
should consist of sweet scent, flowers, frnits and etables of various
other kinds. _

39-41. The food-stuff offered in the four {eardinal] divee-
tions east, west, south and north, should respectively be of white,
blue, yellow and red colour. Offerings preceded by [the muttering .

35-37 (B.41b-43a, G.38-49). 'dundubhi —a kind of drum.
2 mirdanga—a kind of earthen drum,
3 panava—a small drum or tabor.

37-38 (B.43b-44a, G.40). ' pasanda.~This ‘word ‘has a very curious
history. Derived originaly from parsede (mcaning ‘assembly’ or
‘community’) its Pkt from was wpassade or spassaja or pasada. The
form pasade with spontancous nasalization of the second vowel gave rise
to Afokan pasamdae (Seventh Pillar Edict, Delhi-Topra), which is the
basis of Skt. pasande in the sense of ‘heretic’. It may be mentioned here
that in Adokan Pkt. the word meant simply a ‘community’ and not a ‘hereti-
eal community’. ‘One of the very early indications of disfavour to hereties
ix to be found in the fourth book (ch. 18) of the Visnu P, Sce Winternitz,
Vol. L p. 551. .

® B reads &ramina, bui G. &ramana, the word means Jain monks.
See NS, XVILL 36 note 2.

* kasiya-vasana—men in Adsaya or robe of dark red colour ; such
people being Buddhist monks who aeccepted the vow of eelebaey, were
considered an evil omen, for th(\y gymbolised unproductivity and want of
wordly success cte. See also NS, XVIII, 36 note 2.

38-39 (B44b-45a, G.41)  °  39-41 (B.45b-47s, G42-43)
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of] Mantras should be made in [all the ten] difterent directions to
deities presiding over them.

«41-42, At [the time of lnyihg] the foundation ghee® and °
Payasa? should be offered to Brahmins, Madhuparka® to the king,
and rice with molasses (yuda) to masters [of dramatic art],

42-48.  The foundation should he laid during the auspicious
part of a happy Tithi under the asterism Mila (Laniida.Scorpionds).

Raising pillars of the playhouse

43-45. After it has been laid, walls shm;ld be built and
these having been completed, pillars within the playhouse should be
raised in an [auspicious] Tithi and Karana which are under a good
asterism, This [raising of pillars] ought to be made under the
asterism Rohini (Aldebrrau) or .éruvur_xﬁ (dygnillee) [which are
considered adspicious for the purpose).

45-46, 'The master [of dvamatic art), after he has fasted for
three [days and] nights, is to raise the pillars in an auspicions
moment at dawn.

41-42 (B.47h-48a, (k. 44), ' ghee—clavified butter.

* pavasa —vice cooked in mitk with sugar. Tt is a kind .of rice-
porridge.

* madhuparka—"a mixture of honey’ ; a respeetful offering preseribed
to he made to an hionourable person in Vedie times, and this custom still
lingers in ecremonies like marriage.  Tts ingredients are five : curd (dadki)
ghee (sarpis), water (jala), howey (ksaudra) and white sugar (situ).

42-43 (B.48b-49a, (+.45).

43-45 (B4Oh-Dla, G46-47). ! karana—lalf of the lunar day
(tith)). 'They are cloven in number viz—(1) vave, (2) wilava,
(3) kaulava, (1) -taitila, (5) gara, (6) waniga, (7) oisli, (8) Sakuni,
(9) catuspada, (10) niga and (11) kintughna, and of these the first seven
are counted fram the second half of the first day of the ﬁm{’lﬂ-,b{lk-s(l (bright
Lalf of the moon) to the fiest half of the fourteentl, day of the krsna-paksa
(Aark half of the moon). They ocenr cight times in a month, The romnin]-
ing karanas ocour inthe remaining duration of 2224ss and appear only
onee in a month.  See Stryasiddhiinta—II, 67-68.

45-46 (B.51b-52a, G.48),
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46-50. In the beginning, the ccremony 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

* Ksatriya 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 (gug«) should be given to
the, twice-born caste. The Vaigya pillar should be raised in the north-
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 ghee. Andin case of the Sadra pillar,
which is to be saised in the north-eastern direction, articles used in
offering should all be of blue® colour, and the twice-born caste
should be fed with Krsara.

50-53. First of all, in case of the Brahmin pillar, white
garlands and unguent as well as gold from an ear-ornament shonld
be thrown at its foot, while eopper, silver and iron are respectively
to be thrown at the feet of the Ksatriya, Vaiéya and Suidra pillars.
Besides this, gold should he thrown at the feet of the rest [of
pillars].

53-54. The placing of pillars should be preceded by the
display of garlands of [green] leaves [of mango trees around them),
and the utterance of ‘Let it be well’ (svasti) and ‘Let this be an
auspicious day’ (punyaha). .

54-57.  After pleasing the Brahmins with considerable
(analpa) gift of jewels, cows and cloths, pillars should be raised

I3

46-50 (B.52b-56a, G.50-53). ! before 46, G.reads on the strength
ofasmzle ms. one coup]ot as follows :—=®=# @ &% am wd @z w4
qae e @ gy wigw: waq . This interpolation scems to record
‘he tradition that the plll-\rs should be considered as wooden.

* white—symbol of purity and learing, assoeiated with the Brahmins, *
% red—symbol of Cenergy and strength, associated with the Ksatriyas.
¢ yellow—symbol of wealth (gold) associated with the Vaiéyas,
* blue—symbol of non-Aryan origin associated with the Stidras,
50-53 (B.56b-588,4G.54-56). 53-54 (Be59b-60a, G.57) «
4
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[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 [after it has been
fixed) moves drought comes, when it turns round fear of death
oceurs, 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 (7aksina) and in case of the rest [of the pillers]
builders should have a feast.  And [in this feast foodstuff]
purified with Mantra should be given by the wise- master of the
dramatic art (natyac@rn).  Then he should he fed with Krsava®

¢

and salt,

(0-63. After all these rules have been put into practice 4
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 monnt of Meru is unmoved
and the Himalaya is very strong, so be thou unmoveable und
bring victory to the king.' Thus the experts should build up
pillars, doors, walls and the tiring room, according to rules,

The Mattavarani

63-65. On [each| side of the stage (rangaptha) should he
built the Mattavarani® and this should he furnished with four
pillars and should he equal in length to the stage (rangepitha)

54-57 (B.56b-63, Gr.hg-61a). ' avalitam (B, acalitan)—Though Ag.
is supposed to vead acalitam he interprets it correctly as oelaya-
kityadind parivarttanam yasya karaviyam na bhavat: (1. p.6(0.

58-60 (B. 64-66a, G, 61b-63). ' This kind of payment is probably a
relic of the time when there was no metallie curreney.

" krsarais made of milk, sesanwm (4a) and rice. Comparo this
word with NIA. kkicali or Rhecudi (vico and peas hoiled together with
a few spices). 60-63 (B.66L-62a, G 64-66)

63-65 (B.69b-71a, G.67-68). ' matta-virawi—The word does not
seem to oceur in any Skt. dictionary. There is however a word maettavirane
meaning ‘a turrct or small room on the top of a large building, a veranda,.
a pavilion. In Ksirqsvimiu’s commentary to the Amarakoéa, matta-
varana has heen explained as follows : onattilambopidrayal syat pragrivo

.
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andits plinth should be a cubit and a half high?. And the
plinth of the auditorium (rangamangala)® should be equal in
height to that of the two [ Mattavaranis),

65-67. A the time of building them (the two Mattavaranis)
garlands, “incense, sweet scent, cloths of different colours as
well as offerings agreeable to [Bhiitas] should be cffered [to them],

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 Kr-ari. The Mattavaranis should be built up
after observing all these rules.

. The staée

68. Then one should construct the stage (ranyapitha)?

matiavaranah (sce Oka’s od. p. 50). This is however not clear. Matla-
viranayor varandaka mentioned in Subandhu’s Vasavadatta (eds Jivananda.
p- 33) is probably conneeted with this word. Sivarima Tripathi explains
these words as follows : #aTat #mas aNswedy) frdewagrs @ @ofiar
wagAt ) dwastfa ufas ffe @1 g awaqu This also does not give any clear
idea about mattavarana ov mallaviranayor varandeke. But the word
mattavarani may ho tentatively taken in the sense of ‘a side-room.’
Ag. seemsto have no elear idea about it,  On this he (I pp. 64-65) says :
AuAEdY afgfiamannria @ fedla.fufafsag g3 srammfesr (ozrmifear v )
w2 qitgeat fedtagfaTa®, A Dictionary of Hindu Architecture, by (P. K.
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
maztavirani is a cubit and a half higher than that of the stage—vewalsa
aq1 (rdEdear QryvEefay e &6l awa@r, The plinth of the audi-
torium is also to be of ths same height as that of the matfavarani. But
nothing has been said about the heéight of the plinth of the tiring room.
I'rom the use of terms like rangavatarana (descending into the stage) it
would appear that the plinth of the tiring room too, was higher than the
stage. Weber however considered that the stage was higher. Indische
Studien XIV. p. 225 Keith, Skt. Drama, p. 360. cf. Lévi, Théftre indien,
i. 374, ii. 62,

8 B. reads raigamaniapam instead of rangamandalam (G) which
is the correct reading. 65-67 (B.71b-73, 69-71a)

68 (B.74, G.71b-72a). ' Some scholars following Ag, arein favour
of taking and rsigapiths raigadirsa astwo different parts of the play-
house (seo D.R. Mankad, “Hindu Theatre” in'JHQ. VIIL 1932, pp. 480 ff.
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after due performance of all the acts prescribed by rules, and the
stage (rangadirsa) 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 beused with great care. This earth is to
be made free from stone chips, gravel and grass by the use of
a plough to which are to be yoked two white draught animals.
Those who will do [the ploughing] work should be free from
physical defects of all kinds.  And the ecarth should be carried
in new baskets by persons free from defective limbs.’

72-74. Thus one should carefully construet the plinth of
the stage (rangasirst)®. It must not be [convex] like the back of
a tortoise or that of a fish. For a stage (rangapitha) the ground
which is as level as the surface of a mirror, is commendable.
Jewels and precious stones should he laid underneath this
(rungadirse) 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

75-80. The plinth of the stage having been constructed '
thus, one should start the wood-work which is based on a carcfully
thought out (wha-pratyuhu-samyukta)® [plan], with many artistic

and 1X. 1933-pp. 973 ff. ; V. Raghavan, “Theatre Architecture in Ancient
“India” Triveni 1V-VI, (1931, 1933) also “Hindu Theatre”, IHQ. IX.
1933, pp. 991 1.1 am anahle to agree with them. For my arguments
on this pﬁ’nL see “The Hindu Theatee” in Q. IX. 1933 pp. 591 ff.
and “The NN’ and the Abhinavabharati” in IHQ. X. 1934 pp. 161 ff.

69-71 (B.75-77, G.721-754). ' On this point the Hindu Theatre has

a similarity with the Chinese tuentre, (See AK. Coomaraswamy—"Hindu
Theatre” in 1110}, 1X. 1933. . 594),

| T274(B.78-80, (.750-784). ' See note | on 68, 1f raigafirea and
.raugapu{ha are taken to mean two difforent parts of the playhouse the
* Inberpretition of the passage will lead us to unneessary difficulty,

75-80 (B.80-86s, G.78b-83). ' ke and pratyuha may also be
taken as t¥o architectural terms (ses Ax L p. 63).
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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 Niryiihas?,
variously placed mechanized latticed windows, rows (Ih@rani)
of good seats, numerous dove-cots and pillars raised in different
parts of the floor®.  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®,

80-82. ,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 from the interference of wind, voice of actors and singers as

3 niryeiha is evidently an architectural term but it does not seem to
have been explained elearly in any extant work. Ag’s explanation does not
give us any light.

3 In the absence of a more detailed deseription 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 deseription is
available in some authentic work.

¢ nagadania means ‘a bracket’. The word oceurs in Vatsyayana’s
Kamasittra. nagadantavasakia vina (1. 5.4)

§ On this passage Ag. (L p. 64) says : 8fafEq whmoey fay wa@sa-
qawat % g,

80-82 (B. 86b, 89a, G. 84-85). ! The pillars of the playhouse being
of wood, the roof was in sll probability thatched and in the form of a
pyramid with four sides. Probably that was to give it the semblance
of a mountain cavern.

']

* The two floors mentioned here seem to refer to floors of different
heights which the auditorium, matlavarans and the stage had. Sce 63-65
above and note 2 on it. According to some old commentators dvsrbhum:
indicated a two-storied playhouse while others were against such a sugges-
tion. Ag. (L p. 64) says: ¥ ut woR@wwnafamAEfa sfeq) AAACQ
sfeframmaman gadt feaiufafiitn Qamrarzratont () nafedrend fediar gfafias(

wfC ngarmcrtumfiae | wfgfafas,
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" sound of musical instruments® will be distinctly

well as the
ve R

heard*.

§2-85. The construction of walls being finished, they should
be plastered and carefully white-washed.  After they have been
smeared [with plaster and lime}, made perfectly clean and
heautifully plain, painting should be execated on them.  In this
painting  should he depicted creepers, men, women, and thgir
amorous exploits®,  Thus the architect should construct a play-

house of the oblong (eikrsir) type.

Deseription of a square playhouse

86-92. Now I shall speak of the characteristics of that of
the square (raturasca)® type. A plot of land, thirtytwo cubits in
length and hreadth, is to be measured out in an auspicions moment,
and on it the playhouse should he erccted by experts in - dramatic
art.  Rules. definitions and  propitiatory ceremonies  mentioned
hefore [in case of o playhouse of the oblong type] will also
apply in case of that of the square type. It should he made
perfeetly square and  divided into requisite parts® by holding
the string [of measurement], and its outer walls should he made
with strong bricks very thickly set together. And inside the
stage and in proper directions [the architeet] should raise ten

¥ kutapa—This word is explained by Ag. differently in different
parts of his comm. Onee (I, p. 73) he says gaafafa wafdwrgwimtta and next
time t00 (L. . 1c6) he says Wgféwaraid gad, but in another place (I p. 65)
he say $49 &Hz-agasiz4 498 and this latter view seems to have been
repeated in L . 214, The lirst view seems to give the eorrect interpretation.
¢ After B87 B. repeats 19 (B22) unnecessarily.

g_z-gs (B.89b-92, (+.86-3%). 1 almabkogasam literally weans ‘due
to self-indulg-nee or cujoynrut of the self’. Compare with this description
the decorative paintings in the Ajanta caves.

86-02 (B.93-99, . 89b-95). ' caturasra gives rise to NIA. canras
or coras.

B e e
The exact nature of this division iy not clear from the passage,

The vmw expressed by Ag. (1. p. 66) on this point does not seem to be
convineirg. \
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pillarsa capable of supporting the roof.  Outside the pillars,
scats should be constructed in the form of a staircase by means
of bricks and wood, for thé¢ accommodation of the spectators.
Successive rows of seats should he made one cuabit higher than
those preceding them, and the lowest row of seats being one cubit
higher than the floor And all these seats should overlook the
stage.

* 9295, In the interior of the playhouse six move strong
pillars capable of supporting the roof should be raised in suitable
positions and’with [proper] ceremonies (i c. with those mentioned
before)> And jn addition to these, eight more pillars should he
raised by their side.  Then after raising [for the stage or
ritngapitha ] a plinth eight eubit [square, more] pillars should he
raixed to support the roof of the playhouse.  These [pillars] should
he tixed to the rool by proper fasteners, and he decorated with
figurines of ‘woman-with-a-tree’ (xalustri =&alubhaijika).

05-100.  After all these have been made, one should care-
fully construct the tiring room (wepathya). Tt 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 (ranga). The stage [of the square
playhouse] should be eight cubits in length and in breadth.
It should be furnished with an eclevated plinth with plain
surface, and its Mattavarani shoald be made according to the
measurement preseribed before (ie. in case of the oblong type of

3 The position of these ten pillars and others mentioned afterwards
is not clear from the text. Whatever is written on this point in Ag's
commentary is equally diffieult to understand. Those who are interested
in the alloged view of Ag. may be referred to articles of D). R. Mankad
and V., Raghavan (doc. cz?.).

92-95 (B.99b-102a, G-.96-98). ! silastri=_Sala-bhanyiki (sce A. K.
Coomarazswamy, “The Women and tree or $ilabha jika in Indian literature
in Acta Oricntalia, vol. VIL also ef. this author’s Yaksas, Part IL p. 11.)

95-100 (B.1026-107 G.99-104). ' Both the sides are meant. There
should be two mattavaranis as in the ease of an oblong nndmm,
(vikysie-madhya) playhouse deseribed before (17, 32-35).
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playhouse). The Mattavardni should_ be made with four pillars
by the side® of the plinth [mentioned above]l The stag.e
should be either more elevated than this plinth or .equal to it
in height. In case of a playhouse of the oblong (vikysta) type,
it should be Dbigher than the stage, whereas ina 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 ahout the characteristics of the
triangular (tryasra) type of playhouse. By the builders, a play-
house with three corners should be built, and the stage (rangapitha)
in it also should be made triangular. In one corner of the
playhouse there should he a door, and a second door should be
made at the back of the stage (rangapitha). Rules regarding
walls and pillars? which hold good in case of 2 playhouse of the
square type, will beapplicable in case of the triangular type®. These
are the rales according to which different types of playhouses
are to be constructed hy the learned. Next I shall describe
to you the {propitiatory] Piija in this connexion.

Here ends Chapter IT of Bharatas Natyadastra
whieh treats of the Characteristics of a Playhouse.
101-104 (B.108-111, G.104b-108). ! Tt is not clear how the triangular
playhouse will have pillars like those of other types,

* No maltavirani hag been preseribed in cage of the triangular
playhous..,



CHAPTER THREE
PUJI 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
[p;'oper 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 (lit. 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,
and consecrate the playhouse. This [consecration] should take
place after he has made obeisance to the great god Siva the lord
of all the regions, Brahman who sprung from the lotus, Brahaspati
the preceptgr of the gods, Visnu, Kartikeya, Sarasvatl, Laksm,
Siddhi, Medha, Smgti, Mati, Candra (Moon), Sirya (Sun), Winds,
Guardians of all directions, A§vins, Mitra, Agni, and other gods, such
as Rudra, Varnas!, Kala? Kali®, Yama, Niyati, the Sceptre of
Yama*, Weapons of Visnu®, the Lord of the Nagas (Serpents), the
Lord of the birds (Garuda), Thunderbolt, Lightning, Seas, Gan-
dharvas, Apsarasas, Sages, Natya-maids®, Mahagramani (the great
leader of Ganas)?, Yaksas, Guhyakas® and the hosts of Bhitas.

1-8(B.1-7,9. G.1-7,9). ' varpas—No gods called vamas are to
be met with in any other work. They may be taken as deities ruling
specially over the four arnas of people.
2 Kila—There are several legendary heroes (gods, sages and Asuras)
of this name, see Vidyalankar, JK. sub voce.

3 Kali—There are many legendary heroes of this name, sce JK.
sub vocs.

¢ See note 5 below.
$ Weapons of Visnu appear as deities in the Act. I of Bhasa’s Bala,
¢ nat yakumari—Such goddesses are possibly mentioned nowhere else.
! mahagramani—The great leader of Ganas. It is very difficult
to accept Ag's identification of makagramani with Ganapati (makagra-
mansr ganapaish). For in 58 below, occurs the term makigancivara
§
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0-10. Having made obeisance to these, and other divine
sages (devarsi), he should with folded palms invoke all the godsto
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 Puid to the Jarjara

11-13. Having worshipped [thus] all the gods as well as
all the musical instruments (kutapa)® he should offer Pdja to the
Jarjara? for attaining good success at the performance [and pray
toitas follows] “Thou art Indra’s weapon killing all the
demons ; thou hast been fashioned by 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 undertakings”.

14-15.  After proceeding thus according to rules and staying
in the playhouse for the night, he (the master of the dramatic art)

(in the plural number) indicating the different leaders % Ganas who
followed Siva. One of such leaders has been mentioned there as Nandiévara
(Nandin). Besides this the term Ganeéa (tl:e leader of Ganas) has also
been applied to Siva in 47 below. In deseribing pindibar dhas the pindi
of Ganevara Lias heen named as daksayajia-vimardini (NS, 1V, 260). This
too shows that ganeSvara, gramani or malzizgrﬂmauj meant simply the
leader, one of the leaders or the great leader of Ganas. The fully
developed Ganapati secms to be non-existent at the time when the NS. was
composed. Our su<picion in tle matter scems to he corroborated by
the variant fatha grimadhi-devatia recorded in the ms tha of B.for
makigrimanyam. Ganapati seems to he a late entrant into the Hindu
panthiecn.  He is not mentioned in any one of the old Purdnas. Only the
Yarihz\, Vimana and Bralima-vaivarta P. which are very late know
the deity (Winternitz, Vol. 1. pp. 566-368, 573, Vidyalankar, JK. sub voce),

* Kulidisa makes uo  distinction between Yaksas and Guhyakas,
See Meghadiita 1 and 5. \

® See ahove.. 9-10 (B.10-11, G.10-11).
11-13 (B.12-14, G.12-14). ! Sec below 72-"8 note 3. The reading

samprayuja in all cditions and inss. seems to be wrong. It should be
emended as samprapijya,

? See 73-81 below.
1415 (B.15-16, G.15-1),
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should begin Pija as soon as it is morning. This Pdja connected
with the stage should take place under the asterism Ardra (4lpha-
Orionis) or Magha (Regulus) or Yamya (Musca) or Pirvaphalguni
(Delta-Leonis) or Purvagadha (Delta-Sagittarii) or Purvabhadra-

pada (Alpha-Pegasi) or KéleSa (Hydrae) or Mula (Lambda-
Scorpionds).

. 16. The stage should be illuminated and the Pidja of the
gods in its connexion should be performed by the master of the
dramatic art (@c@rya) after he has purificd his body, concentrated
his mind [to these acts] and initiated himself [to the Pgdja].

L]

‘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 by
Bhiitas, one should perform Acamana® and cause the gods to be
installed.

18. [Along with these gods] should be {taken] red thread-
bangle (pratizara)?, the best kind of red sandal, red flowers and red
froits. [With these and] articles such as barley, white mustard,
sunned rice, Nagapuspa? powder and husked saffron (priyangu)3,
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.

16 (B.17, G.17).

17 (B.18, G.18). ' acamana—ceremonial rinsing of the mouth by
sipping water from the palm of the hand.
18-20 (B.19-21a. G.19-21a).

} pratisara—sutra-vinirmita granthi-mantah kaikanaviScsah, Ag
(L p. 74)

* nigapuspa=the campaka tree (Apt.e), but Ag. says magapuspam
nagadaniah,

¥ priyangu=saffron, and not the fruit of the priyangw creepes.
20 (B.21b~G. 21b). ' See the dingram 1.

21 (B22-G23). 'Aasfa in this prasage i¢ to be iuterpreted ae
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22. In its middle should be drawn two lines vertically and
horizontally (i.e. parallel to the sides), and in the apartments made
by these lines, should be installed the different gods.

23-30. Inthe middle of this (mandala), should be put
Brahman who has lotus as his seat®. Then one should first of all
put in the east Siva with his host of Bhitas, Narayana (Vispu),
Indra, Skanda (Kartikeya), Strya, Advins, Candra, Sarasvati,
Laksmi, Sraddha and Medha, in the south-east Agni, Svaha,
Viév;edevas, Gandharvas, Rudras and Rsis, in the south Yama,
Mitra with his followers, Pitrs, Pigicas, Uragas and Guhyakas,
in the south-west the Raksasas and all the Bhiitas, in the west the
Seas and Varuna, in the north-west the Seven Winds? and
Garuda with other birds, in the north Kuvera, Mothers of the
Natya, Yaksas with their followers, in the north-cast leaders of
(ranas such as Nandin, Brahmarsis and the host of Bhiitas in their
proper places.

31. And[in the eastern] pillar should be placed Sanat-
kumara®, in the southern one Daksa?, in the northern one
Grﬁmapi‘(lit. leader of Gianas)® 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-tala or tila 1.e. the interval between the tips of the thumb and the
middle-finger stretehed in opposite directions, wrsRaRT W § yew garfek |
arudiemé amwrgERfaw: s SR, VIL 1046, Otherwise it will be im-
possible t accomodate \he maendala on, the stage which is eight cubitg
wide (See NS. II. 83-35). The ancient commentators like Saikuka and
others pointed out how absurd it would be take Aasta in the passage
iu the sense of cubit. (see Ag, 1. 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 mandale, * For the soven winds see the
Vamana P, (sce Vidyalankar, JK, sub voce),

31 (B.32, (.32).

" Sunatkumira—one of the great 7365, and ason
of Brahman,

*-Daksa—one of the lords of the creation (prajigats), son of Pra-
cetas.  There wore other Dakyug besiden, Soe Vidyulankar, JK. sud voce.
* See above 1-8 note 7, 32 (B.83, G.38).
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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 a fitting manner.

34. Gods [in general] should be given white! garlands and
unguents, while Gandharvas, Agni and Siirya should be given gar-
lands and unguents of red? colour.

« 85. 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
are as follows] : Brahman Madhuparka?, Sarasvati Payasa?, gods
like Siva, V isgm, and Indra sweetmeats. Agni rice cooked with
ghee, Candra and Sirya rice cooked with molasses, Viévedevas,
Gandharvas and sages honey and Piyasa, Yama and Mitra cakes
and sweetmeats, Pitrs, Pi¢acas and Uragas ghee and milk, host
of Bhiitas 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 Pgja in
“connexion with the Mattavarani. [Offerings to be made to different
gods and demigods are as follows] : Raksasas half-cooked meat,
Danavas wine and meat, the remaining gods cake and Utkarika® and
boiled rice, gods of seas and rivers fish and cakes, Varupa ghee and
Payasa,'Sages various roots and fruits, the wind god and birds
different edible stuff (lit. bhalksya and bhojya), Mothers® of the

33 (B.34, G.34).

34 (B.35, 3.85). ! ‘Whiie' here seems to be the symbol of purity
and good grace.-

2 ‘Rod’ here seems to bo the symbol of energy.

35:(B. 35, G.36).

36-39. (B. 37-40, G. 87-40). ' madhuparka—sce above II. 41-43.

note 3.

3 payasa—see above I1. 41-42 note.

40-44.(B.41 45, G.41-45). ! Sec above.

* wtkarska=a kind of sweetmeat.

3 These goddenses seem to have been ignored by the Puriyas.
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Natya, and Kuvera with his followers eatables including cakes, and
Locikas*.

45, These different kinds of foodstuffs should be offered
to 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
most lordly one, the lotus-born one, the grand-father (of the
worlds) aceept this my offering consecrated by the Mantra.

47, (For Siva) O the god of gods, the great god, the lord
of Ganas* and the killer of Tripura, accept this my ete.

18. (For Visnu), O Nirdyana, Padmanabha, the best of
the gods, with unrestrained movement, accept this my ete.

49, (For Indra), O Purandara, the lord of gods, the thunder
hearer, the maker of the hundred exploits, acecpt this my ete.

30, (For Skanda), O Skanda thg leader of the celestial
army, the blessed one. the dear son of Siva, O the six-mouthed
one, aceept this my ete

1. (For Sarasvati, O the goddess of the gods, the very
blessed one, the dear wite of Hari, aceept this wy ete.

52 (For goddesses Laksmi, Siddhi, Mati, Medha) ©
Laksmi, Siddbi, Mati and Medhs, ye who are honoured by all the
worlds, accept this my ete. ’

53. (For Marata) O Maruta, you who know the might
of all the creatures and are the life of all the world, accept this
my ele, -

ok For Raksasas) O the great Raksasas, the great-souled

¢ loctki—This Las bon  vead iy mss, a8 locila, ‘Ioﬁll'd, lepika,
bprka. The word seems to be connected with the NIA. luci, loci,
from elocid, wloctka,

" 45 (B.46, (+.46) 36 (B.47, G.47).

ATIB5Y. G48. ' It ghould be marked here that Siva has been
ealled Gane$vara, u tern applied in later times to Ganapati only.

48 (B.50, (+.49). 49 (B.48, (.50). 30 (B.49, G.51).

51 4B.53, G.59). 52 (B.55, G.55) 53 (B.56, G.53),

54 (B.54, G.54). '
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ones, the sons of Pulastya, born of different causes, accept this
my ete. '

55. (For Agni) O Agni, the mouth of the gods, the best of
the gods, the smoke-bannered one, the eater of things offered in
gacrifice, accept this my offering given with love.

56. (For Candra) O Soma, the lord of all the planets, the
king of the twice-horn ones, the favourite of the world, accept
thi§ my ete.

57. (For Siirya) O the maker of day, the mass of heat, the
hest among the planets, accept this my ete.

58. (Far lords of Ganas such as, Nandiévara) O the great
Jord of Ganas. among whom Nandiévara is the foremost, accept
this my ete.

59. (For Pitrs) T bow to all the Pitis. do ye accept my
offering, (For Bhiitas) I always bow to all the Bhitas who may
have a liking for offerings®.

60a. (For Kamapala) O Kamapala, I always bow to thee
to whom this offering is made.

60-61. (For Gandharvas) O Gaudharvas, amongst whom
Nirada, Tumburu and Viévavasu are the foremost, accept this my
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 production 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,

55 (B.57, G.56). 56 (B.58, G.57).

57 (B.59, G 68). 58 (G.60, B.59).

59 (R.61, G.60a). ' G. puts one hemistich after 60a without num-
bering it. 60a (B.62a, G.60b). .  60-61 (B.62b-63a, G.61).

61-62 (B.83b-64a, G.62). 62-63 (B. 64b-65a, G.63).

63-64 (B.85b-65a, G.64". )
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64-65. (For Garuda) O the son of Vinats, the high-souled
one, the lord, the king of all the birds, accept this my ete.

64-66. (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 Brahmi and others, ye be happy and pleased to
accept my offering. !

67-68. (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 offerings.

69-70, Ye other gods who are occupying the Mattavarani,
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 [earthen] 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.?

64-65 D.66b-67a, G.65). 65-66 (B.67b-8%, .66).
66-67 (B.68b-69a, G.67). 66-68 (B.69b 70a, G.68).
68-69 (B.70b-71a, G.89). 69-70 (B.71b-72a, G.70).

70-71 (B.72b-73a, G.71).

87;8971-’1'2 (B.73b-74a, G. 72). ! For the significance of this jar see below
7273 (B.74l.)-75a, G.76). ' This passage with somo minor variation
has been repeated in B. and G. But this is out of place there. For the

order in which musical instruments (kulaga) and the Jarjara skould be
worshipped see 11-13 above,
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Consecration of the Jarjara - Ry

© 78-74. Having worshipped all the gods in due order, and
offering PGja to the Jarjara [in the following mnnnerj one should
liave the obstacles removed.

74-76. [One should fasten a piece of] white cloth at’ the
top [of the Jarjara), blue cloth at the Raudra joint, yellow cloth at
the Vispu 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 rites with 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 Brahman.

78-79. Let Brahman with all other gods protect thy top-
most part, Hara (Siva) the second part, Janardana (Vispu) the
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 Abhijit (Vega), the
hest 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 (ghec) 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 damcers.” -

73-74 (B.75b-76a, G.73).
" 7476 (B.76b-784, G.74-75). ! For identifying the joints ses 78-79
below. . .78-77 (B.79b-80a, G.77). - 77-78 (B.80b-81a, G 78).
78-80 (B.81b-82, G.79-80a). 80-81 (B. 83b-84a, G.80h-81).
81-82 (B.84b-85a, G. 82). 82-83 (B.85b-86a, G-.83),
]
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»
8464 After. baving illumined the king and {bs dancers
together with the musical 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
multitudes of qualitics, 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,
Dhrti, Medha, Hri, &1, Laksmi, and Smrti? pro‘ect you and
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 should
carefully break the jar.

8889. In case the jar remains unbroken the king (lit.
the master) will have a cause of fear from enemies; but when
it is braken 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.

90:91.  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 u fight should be caused to be made [on the

83-84 (B.86b-87a, G.84). 84-85 (87b-884, G.85),

85-86 B.88b-89a, G.86). 86-87 (B3.89b-90a, G-.87).

-87-88 (B.90b-91a, G.88). ! Thess are the seven Natyamitrkis,
See 23-30 above. 88-89 B.o1b-92s, G.89).

89-90 (B.92b-93a, G.90). 90-91 (B.93b-94a, G.91).

91-93 (B.94b-96a, G.92-93). ! dundubhs—y kind of drum,
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. stage] in accompaniment with the sound of all the musical instrus
ments such as conch-shell, Dundubhi®, Mrdanga® and Panava®.

92-93. If the bleeding wounds [resulting from the fight]
will be bright and wide, that will be a [good] omen indicating
suCoess.

Good results of consecrating the stage

*  93-94. TIf 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 [of
consecration of the stage] and practises [the dramatic art], will
soon sustain loss and will be reborn as an animal of lower order.

96-97. Offering worship to the gods of the stage is as
meritorious as a [Vedic] sacrifice. No dramatic performance
should be made without first worshipping the deities presiding over
the stage. When worshipped, they (these god:) will bring you
worship, and honoured they will bring you honour. Hence one
should by ull efforts offer Pija to the gods of the stage.

Evils following non-consecration 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 he worshipped by the master
of the dramatic art who is purified, disciplined and proficient in

' mrdaiaga—a' kind of earthen drum,
® panava—a kind of drum,

93-94 (B.96b-97n, 3.94). - 04-95 (B.97b-98a, G.95).
95-96 (B.98b-99a, G.986). 96-98 (B.99b-101a, G.97:98).
98-99 (B.101b-102a, G.99). 99-100- (B.102b-103a, G100).
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" the rules of the art and initiated into the pr;wtice 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 preseribed 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. .

Here ends Chapter ITT of Bharata’s Natypéastra,
which treats of Piija to the gods of the stage.

S e e e ey _— .

100-101 (B.103b-104a, G.101-102).



CHAPTER FOUR
DESCRIPTION OF THE CLASS DANCE
Brahman writes the first play and gets this performed.

1. After 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. [Tn,reply] I was told hy the Lord, “Perform the Amrta-
manthana (the Churning of the Ocean)® which ix capable of stimu-
lating efforts and of giving pleasure to gods.

3. Ihave compored this Sumavakiira® which is conducive
to [the performance of] dutivs (fiaima), to [the fulfillment of]
desire (hama) as well as [to the earning] wealth (u,tha).”?

4. When this Samavakara was performed, god~ and demons
were delighted to witness actions and ideas [familiar to them).

5. Now, in course of time Brahiman (lit. the lotus-born one)
said to me, “We shall present today the play before the great-
souled Siva (lit. the three-cycd one)™

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
end seeing the Samavakara which has heen 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 Brahmins, after the Preliminaries
connected with the performance had been completed this

1 (B.G. same)

2 B.G. 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, 546.

8 (B.G. same). 1 See NS, XX. 69 fF.

4 (B.G. same). 5 (B.G. same). 6-7 (B.G. same).

8 (B.G. sams). 9-10 (B.G. same). ,
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) (Samavakara named the Amrtamanthana) as well as 2 Dima® n'lamed
the Tripuradaha (the Burning of Tripura) was perf.orme.d in the
Himalayan region which consisted of many hills and in which there
were many Bhiitas, Ganas® and beautiful caves and waterfalls”.

11. Then all the [Bhiitas] and Ganpas 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 (n@ya) which is
conducive to fame, welfare, merit and 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
(purraranga) of a play.

Two kinds of Preliminaries

14-16. In the application of the Vardhamanaka?, the
Asarita?, 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” (fuddha). [But] when

! dima—one of the plays of the major type ; for its characteristics
see NS, XX, 84 f1,

1 Tripuradaho—Siva killed an Asura (demon) named Tripura by
burning him with one of his fiery arrows, Hence he is called Tripurantaka
or Tripurari. This legend oocurs in the Varaha P. Seo JK. sub voce.

* B.G. rend dshucntadrumikirne instead of bakubhitaganakirne,
11 (B.G. same). 12 (B.G. same).
18-14 (B.G, same). angahira—major dance figures which depend

on minor dance figures (Raranas) The word means ‘movement of limbs'

Ag. (L p. 91) explains it as wwmt Bmrmt a8} srrurwRAsrYC yew wid ¥iC
v, swfrmal yritsrerc,

? 8ce below 2030 note |. For details abont the Aigahiras ses
helow 16 ff, 72 ff.

1416 (B.G. same). ' Soe N8. V. 1215 note 3,
* 8oo NS. V. 91 note 1.

% Bee NE, V. 60-63 note 3.
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these dances will be added to them (pure Proliminaries) they will
be called “wixed” (citra).

The AfigahZras

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 Angaharas.”

18-19. And by Tandu I was told the use of the Angaharas.

I shall now speak of them as well as of the various Karapas and
Reoakast. .

19-27. The thirtytwo Angahfiras are as follows :— Sthira-
hasta, Paryastaka, Sticividdba, Apaviddha, Akisptaka, Udghattita,
Viskambha, A parijita, Viskambhapasrta, Mattakrida, Svastikarecita,
Pargvasvastika, Viscika, Bhramara, Mattaskhalitaka, Madavilasita,
Gatimandala, Paricchinna, Parivrttarecita, Vaisakharecita, Paravrtta,
Algtaka, Parévaccheda, Vidyudbhranta, Uddbytaka, Aligha, Recita,
Acchurita, Aksiptarecita, Sambhranta, Upasarpita, Ardhanikuttaka.

Uses of the Aigaharas

28-29. 1shall now epeak about their pérformance 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
are proper to the Angaharas.

The Karanas

29-30. All the Angaharas consist of Karanas ; hence I shall
nention the names of the latter as well as their descriptions.

16-17 (B.G. same), 17-18 (B. same, G.16).

18-19 (B. same, G.17). ! Se below 247 fl.

1037 (B. same, G.18-27a).

28-99 (B. same; .27b-28). ! for detailsabout £arana see 30ff below.

29-30 (B. same (1.29). ! Aarana—minor dance fgure. Ag. (I98)
plains the Azrana as wnaRy faivd guwcefafa wEnifade 3 wcengw RN
183 WNq vfang | '
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30-341. The combined [movement of] hands and feet in
dance is called the Karana: Two Karanas will make oné Matrka,
and two, three, or four Matrkis wil.l'nml;o up one Angahdara. Three
Karanas will make a Kalipaka. four a Sandaka?, and five a Samgha-
taka.: Thus- the Angahdras consist of siX. seven, eight or nine
Karanas. I shall now speak of the hand and feet movements
making up these (Karanas). :

31-55. The Karanas are one hundred and eight in number
and they are as follows: Tulapuspaputa, Vartita, Valitoru, Apaviddha,
Samanakia, Lina, Svastikarceits, Mandalasvastika, Nikuttaka,
Ardhanikuttaka, Katicehiona, Ardharecita, Vaksahsvastika, Un-
matta,'sz;stika, Prsthasvastila,  Diksvastika, Alata, Katisama,
Aksiptarceita, Viksiptaksipta, A\ rdhasvastika, Aficita, Bhujm‘)gatrﬁ"
sita, Urdhvajang, Nikuiiita, Matalli, Avdhamatalli, Recakanikuttita,
Padapaviddhuka, Valita, Giitpita, Lalita, Dandapaksa, Bhujanga-
trastarecita, Nabuwrn, Vaidikhareeits, Bliramaraka, Catura, Bhue
jangaicitaka, Uarg}.nk;u‘ccim. Vy'cikakuttita, Katibhrinta, Lata..
vgscika, Chinna, Videikurecits, Videlka, Vyamsita, Parévani-
kuttana, Latatatilaka, Krantaka, Kuilcita, Cukramandala, Uromap-
dala, Aksipta, Tulavilasita, Argala, Viksipta, Kvrtta, Dolapada,
Vivtta, Viniviita. Pardvakedinta, Nicumbhita, Vidyudbhriinta,
Atikrnta, Vivaititaka, Gajakridita, Talasamsphotita, Garuda-
plutaka,  Gandasiict, Puiivetta,  Parévajanu,  Gedhravalinaka,
Samnata, Sucl, Ardhasiici, Stcividdha, Apakranta. Mayiralalita,
Sarpita. Dandapadi. Haripapluta, Preakholita, Nitamha, Skhalita,
Karihasta.  Vrasiepitz,  Simhakeidita, Simbakarsita, Udvrtta.
Upasrta, Talusamghattita, Janita, Avalitthaka. Nivega Elakakridita.
Uradvrita, Madaskhalita, Visnukianta, Sambhifinta, Viskamblia.
Udghattita, Visibiwkidita, Lolitaka, Nagapasarpita, .-éuku?xsya,
Guhgiratarant. [Pl Kaanas will T used] in dance, fight,
personal combat. walking as wel] as movements in gencral,

56. Toot movements which haye been preseribed for

. 80-34 ( B. same, G. 30-33,, 1 saidaka—B.G. read mandaka.
£4-55 (B.34-55, 564, (+.34-54)
56 (B.59, G.167),
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the exercise of Sthanas! and Caris?, will apply also to these
Karanas®.

57. And application of the Nrtta-hastas? which have been
prescribed for dance is generally implied in the Karanas.

58, The Sthiinas, the Caris and the Nrtta-hastas mentioned
[before] are known as the Matrkas the variations of which are
called the Karapas.

" 59. T shall treat the Caris suitable for [representing] fight
at the time of discussing the foot movements. The master [of
dramatic art] should apply them on any occasion according to his
histrionie 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.

62. Talapuspaputa—Puspaputa hand held on the left side,
the foot is Agratalasaficara, the side is Sannata (Nata)®.

' See NS, X1 49 ff. 2 See N&. XL 2 fF.

3 B.G. read one hemistich more before 56a. It does not oceur in some
mss. Ag. records this fact. Though these 108 karanas constitute general
danee, which is sometimes interpolated in ‘the acting to fill up its gaps,
they (karanas) may be also used to embellish the movement of limbs in
fights of any kind. Ag. (I. p. 96) says wfuad age aeRsfumarenroals fazneamst
a1 wgw®, wenfrg¥ wegd s dwarafs aq W3R ; besides this he says
tanugatisthitisammailite karanam (L. p. 97)

57 (B.171, G-.56a, 168). ' For mr#takastas see NS. IX. 177 ff.

58 (B.178, G.170). 59 (B.56b-57a, G.56).

60 (B.57b-58a or 172, G.169).

61 (B. 58b-59a, G.57). ' For B.60 (G.58) omitted see N8, XI. 90-9k

62 (B.61, G.59% ! For the sake of convenicnce constituent parts of
the karanas have been soparately mentioned without putting them in a
cumbrous sentence. This method has been followed by A. K. Coomara-
swamy in MG. As the definitions of these parts can be casily traced
through the index they have not been referred to in the notes.

7
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63. Vartita— Vyavrtta (= Vyavartita) and Parivartita hands
bent at the wrist, then these hands placed on thighe.

o4, Vulitoru-—;éukatugda hands to make Vyavartita and
Parivartita K., and thighs are Valita.

65, Apaviddha—the (right) hand with Sukatunda gesture
to fall on the (right) thigh, the left hand held on the breast.

" 66. Samanakha—the two Samanakha® feet touching each

other, two hands hanging down, and the body in natural pose. )

67. Lina—the two Pataka hands held together in Afjali
pose on the breast, the neck held high, and the shoulder bent.

62 Svastikareciti—two hands with Recith and Aviddha
gesture held together in the form of a Svastika, then separated
and held on the hip.

69. Mandalasvastika—two hands moved to umite 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,

(1. Ardhanikottaka—hands with Alapallava® gesture hent
towards shoulders, and legs moved up and down:

72, Katicchinna—the hip serially in the Chinna pose,
two Pallava hands held alternately and repeatedly on the head.

63 (B.62, G .80) 64 (B.63, (+.61) 65 (B.65, G.62)
‘ 66 (’B.GS, G.63). ' samanakha feot has nowhere else been mentioned
in the N&. 67 B.66, (+.64).

68 (B.97, (+.65). 69 (B.68, (3.66).

‘7'0 (B~69,_ G.67. ! mikuttita=nikuttana. Ag. (1. p. 103) quotes the
Qefjxxxtl?n of nikultana from Kohala as follows : unnamanam vinamanam
$yad ahgasya nikullanam. '

) 71‘(1;70 (+.88). ' For kuicita BG. read ancita, But Ag. (1. p. 204)
tread 2uticita’:nd means by this word the alapaliya gesture,
12 (B.71, (+.69).
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73. Ardharecita—hand with Sdcimukha® gesture to move
freely, feet to move alternately up and down, side in Sannata (i.c.
Nata) pose.

74. Vaksahsvastiki—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 Aiicita and hands to be Recita.

76. Svastika-—hands and feet respectively held to:ether
in the Svastika form.

77. Prsthasvastika—two arms after being thrown up and
down coming tegether as a Svastika, two feet also to come together
as a Svastika with Apakranta and Ardhasiici Caris.

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 Urdhvajanu Cari®.

80. Katisama—feet to be separated, after the Svastika
Karapa, of the two hands one to be placed at the navel and the
other at the hip, and the sides in the Udvahita pose.

81. Aksiptarecita—the left hand on the heart, the right
hund Reeita and thrown up and sideways, and then the two hands '
to be Recita with Apaviddha (Aviddhaka) gestures,

82. Viksiptaksiptaka—hands and feet first thrown up,
then again thrown down.

83. Ardhasvastika—the two feet to make the Svastika, the

78 (B.73, G.70). ! By aparviddia Ag. (1. p. 105) means the stici-
mukha gesture.

74 (B.74, G.71). 5 (B.75, G.72). 76 (B.76, (+.73).

77 (B.17, G.74). 78 (B.78, G.75).

79 (B.79, &.76). ! carana=curi.  yyamsayet=amsad inis-
kramanam kuryat (Ag). s krama=can.

80 (B.8Y, 4.77). ' wudvahita side is nowhere clse mentioned in
the N&.

81 (B.8l, . 78). 82 (B,82, G79) 83 (13.83, Gr.gu).
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right hand making the Karihasta gesture, and the left one lying on

the breast-

84, Afcitai—in the Ardhasvastika the Karihasta to be
alternately in Vyavartita (Vyavrtta) and Parivartita movement,
and then bent upon the tip of the nose.

85, Bhujangatrasita—the Kuilcita feet to be thrown up, the

thiphs to have an obligue Nivartana (Nivetta)? movement, the /,,/,

and the thigh also to have the same movements
86. Urdhvajanu—a Kuiicita foot to be thrown up, and the
knee to be held up (lit. stretched) on a level with the breast, and
the two hands to be in harmony with the dance.
87. Nikuiicita—fect to he moved as in the Vréeika K.,
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
Udvestita and Apaviddba movement.

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
Udghattita (= Nikuttita), and the left hand with Dola gesture,

84 (B.84, G. 8l).
€5 (B.84, :.82). ! For mivarlayet, B. (+. read ovsvartayet, and for
nivrttam B, vivrttam ad G. vivartic. 86 (B.86, G.83).

87 (B.87, G.84). ' For wicika karana, B.G. read vyécika carana.
But NS, does not know any carana or ciri of this name, while a K.
of this name ceeurs, aud one karana is very often used to define another
karana; sec texts for 84 above, 103 and 107 below. In all these cases
some msg, reud £arana instead of carana,

88 (B.88, G.85).

89 (B.89, (.86). ' skhalitipasitin padan foot drawn away from
the position of the skhalita X,

90 (B.ou, G87). ' Aecording AL udghalista = nikuttsti for.
whiclt see above 70 uote, ‘ .
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91. Padapaviddhaka—the Katakamukha hands with their
, back against the navel, and feet to bein Siici and [then] the
Apakréinta Carl
92. Valita—~hands to be Apaviddha, feet to be in Stici Cari
Trika turned round [in the Bhramari Cari].
93. Ghirpita—the left hand in Valita and moved round,
the right hand with Dols gesture, and the two feet to be drawn
awdy from each other from the Svastika position.

94. Lalita—the left hand with Karihasta gesture, the
right one to be again turned aside (Apavartita), two feet to be
moved up and Jown.

95. Dandapaksa—observing Urdhvajanu Cari, Lata hands
to be placed on the knee.

96. Bhujangatrastarecita —the feet to be in Bhujangatrasta
Cari, the two hands to be Recita and moved to the left side.

7. Nupura—the Trika to be gracefully turned round, [in
the Bhramari Cari] the two hands to show respectively Lata and
Recita gestares, and the Nipurapada Cari with the feet.

98. Vaidakharecita—hands and feet to be Recita, so the hip
and the neck, and the entire body in Vaigéakha Sthana (posture).
99. Bhramaraka—Svastika feet in Askipta Cari, hands
in Udvestita movement, and Trika® turned round [in the
Bhramari Cari),

100. Catura—the left hand with Aiicita, (i.c. Alapallava)?
gesture, the right hand is with Catura gesture, the right feet in
Kuttita (i.e. Udghattita) pose.

91 (B.9], G.88). 92 (B.92, G.89),

98 (B.98, G.90). ' For valsta. BG read rartsta.

94 (B.94, G.91). ' See N8. IX. 191.

95 (B.95, G.92). 96 (B.96, (+.93). 97 (B.97, G .94).

98 (B.98, G.95).

99 (B.99, G.96). ' Trika used here and many times afterwards
means the frébasths (sacrum) the lowest point in the vertibral column
where the two other bones of the legs nieet.

100 (B.100, G.97). ' This is Ag’s interprotation of Aficita.

? This is Ag's interpretation. *
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101. Bhujangaiicita—the feet in Bhujangatrasita Cari, the
right hand Recita, the left hand with Lata gesture.

102. Dandakarecita—hands and feet to be freely thrown
about on all sides like a staff (dunda), and the same hands and
feet to be Recita afterwards.

103.  Vricikakuttita—assuming the Vrscika K. and the
hands with Nikuttita movement.!

104. Katibhwantn—the Sdel Cari, the right hand with the
Apaviddha (Aviddha) gesture and the hip to be movet.i round.

105. Latavrscika—a foot to be Ancita and turned back-
wards, and the left hand to be with Lata gesture its palm and
fingers hent 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).

107.  Vrdeikarecita—assuming the Vrécika K., the two
hands in the form of a Svastika gradually to be Recita and
to show Viprakirpa gesture.

108, Vrécika—the two hands bent and held over the
shoulders, and a leg bent and turned towards the back®.

109. Vyamsita—assuming Alidha Sthana, the two hands
to be Recita and held on the breast and afterwards moved up and
down with Viprakirna gesture.

110.  Parévanikuttaka—Svastika bands to be held on one
side, and the feet to be Nikuttita.?

11 Lalatatilaka—after assuming the Vrdcika. K. a mark
(tilaka) in tae forehead to be made with 4 great toe.

112, Krantaka—bending & Kuiicita leg behind the back,
the Atikranta Cari, then the two hands 1o be thrown down,

101 (B.101, (+98). 1u2 (B.10g, G.99).

103 (B.103, (.100), ' Seo aboye 70 note, 104 (B.104, G.101)
105 (B.105, G.102), 106 (B.1v, (.103). o7 (B.107, G.104).
108 (B.108, Galys), Ag. intorprets the Pasage differently.

109 (B, G.106). 110 (B.1 1, (1107). ! See above 70 note.
111 (Bl 11, (+.108). 113 (B,113, G.109).
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1138. Kuilcita—a leg to be first Aficita and left hand to e
held on the left side with its palm upwards.

. 114. Cakramandala—the inner Apaviddha (Addita)* Cari

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
Urdman dala gesture.

116. Aksipta—hands and feet to be thrown about swiftly
in this Karapa.

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 Tlas
and a 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 Kuficita feet pus forward and the two
hands moved swiftly to befit the dance.

121, Dolapada—the Kuilcita feet thrown up, and two hands -
swinging from side to side in a manner befitting the dance.

122. Nivrtta—hands and feet first thrown out, and the
"I'rika to be turned round and the two hands to be Recita.

123.  Vinivrtta—observing the Sici Cari, the Trika to be
turned round and hands to be Recita.

124.  Parévakranta—observing  the  Par§vakranta Cari,
throwing out hands towards the front, and moving them in a
manner hefitting the dance.

113 (B.113, G.110).

114 (B.114, G.111). ! Aceording to Ag. apaviddha =addita cari for
which see NS, XI. 22. 115 (B.115, G.112).

116 (B.116, G.113). 117 (B.117,G.114). 118 (B.118, G.115).
119 (B.119, G.116). 120 (B.120, G.117). 121 (B.121, G.118),
122 (B.122, G.119). ! For nspreta, B. reads vivytta.

128 (R.123,0.120), 124 (B.124, 0.121). '
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125. Nidumbhita—a foot bent towards the back, the hreast
raised high, and the hand held at the centre of the forehead (filaka).?
196. Vidyndbhianta!—foot turned backwards and the
two hands in the Mandalaviddha® gesture stretched very close to

the head.

197. Atikranta—observing the Atikranta Cari, the two
lands 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. (Giajakriditai— the left hand bent and brought near the
[left] ear, and the right hand in Lata gesture and the feet
Dolapada (ari.

130. Talasamsphotita® —a foot to be swiftly lifted up and
put forward, the two hands showing Talasamsphotita® gesture.

131. Garndaplutaka—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.  Glandastici—the feet to be in Sicl position, the side to
be Unnata, one hand to be on the breast and the other to hend and
touch the check.

133. Parivrtta—the hands raised in Apavestita gesture,
the feet in Siiei position, the Trika is turned round (in the
Bhramari Cari).

134 Parévajanu---one foot in Sama position and the
opposite thigh raised, and one Musti hand on the breast.

135, Grdhravalinaka—one foot stretched backwards and
one knee slightly hent and the two arms outstretched.

125 (B.125, G.122). ' Ag. interprets differently
126 (B;126, G.123). ' Ag. interprets differently.
? Nowhere defined in N8, 127 (B.127, G.124).
128 (B.128, G.125). 129 (B.129, G.126).
180 (B.130, G.127). ' Ag. interprets the passage, differently.
? Defined nowhere in N8,

131 (B131, G128). -+ 132 (B182, G.129). 133 (B.18, G.150)
134 (B.134, G.131). 185 (B.135, G.132).
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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 Sannata!
(i.e. Dola) gesture:

187. Siici—a Kauiicita foot to be raised and put forward on
the ground. and the two hands to be in harmony with the per-
formance.

+ 138, Ardhasiici-—the Alapadma hand is held on the head,
the right foot is in Sici (karana) position,

139. Siitividdha—one foot of Siici Karana being put on
the heel of another foot, the two hands to be respectively put on
the waist and the breast.

140. Apakranta—after making the Valita thigh, Apakranta
Cari is to be performed, the two hands to be moved in harmony
with the performance,

141. Mayﬁl"alalim—aft'er assuming the Vrécika K. two
hands to be Recita, and the Trika to be turned round [in the
Bhramari Caril.

142, Sarpita—the two feet to be moved from the Aficita
position and the head with Parivahita gesture, and the two hands
are Recita,

143. Danpdapada—after the Napura Cari, Dandapada Cari
should be observed and the aviddha (vaktra) hand should be shown
quickly. »

144. Harinapluta—after observing the Atikrinta Cari one
jumps and stops, and then one of the shanks are bent and
thrown up.

145. Preikholitaka—after observing the Dolapada Cari one
is to jump and let the Trika turn round (in the Bhramari Cari and
come at rest.

136 (B.136, G.133). ! According to Ag. Sannata=Dolahasta.
137 (B.137, G-.134). 138 (B.138, G.135).
140 (B.140, G.187). 141 (B.141, G.138).
142 (B.142, G.139). 143 (B. 143, G.140). 144 (B.144, G.141)
145 (B.145, G.142). ! Defined nowhere in NS,
8
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146, Nitamba— arms to be first thrown up and handsto have
" their fingers pointing upwards and the Baddha 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 Allcita.

149. Prasarpitaka—one hand to be Recita and the other
with Lata gesture, and feet to be Samsarpitatala (= Talasaiicara),

150. Simhavikridita—after observing the Alata Cari one
is to move swiftly and hands to follow the feet.

151. Simhakarsita—one foot to be stretched backwards and
hands to be bent and turned round in the front and again to be bent.

152. Udvrtta—hands, feet and the entire hody to be moved
violently (lit. thrown up) and then Udvrtta Cari to be observed.

153, Upasrtaka—observing Aksipta Cari and hands in
harmony with this Carl

154, Talasamghattita—observe the Dolapada Cari two
palms will clash with each other and the left hand to be
Recita.

155. Janita—one hand to be on the breasti, the other
hanging loosely and observing Talagrasamsthita (Janita) Cari.

156.  Avahitthaka—after observing Janita K. raising hands
with fingers spread out and then letting them fall slowly.

157, Niveda—the twe hands will be on the breast which

should be Nirbhngna and the dancer should assume Mandala
Sthana (posture).

146 (B.146, G.143). 147 (B.147, G.144). 148 (B.148, G.145).
149 (B.149, G.146) 150 (B.150, G.147). 151 (B.151, G.148).
152 (B.152, G-.149). 153 (B.153, G.150). 154 (B.154, G.161).

155 (B.155, G.152). ' According to Ag, Talagrasamsthita pada
means qanita cari.

156 (B.156, G.153), 157 (B.157, G.154),



-1V.167] DESCRIPTION OF THE CLASS DANCE 59

158. Elakakridita—jumping with Talasaficara® fect and
coming to the ground with the body bent and turned.

159. Uriidvrtta—a hand made Avrtta (Vyavartita) and then
bent and placed on the thigh, shanks made aiicita-and Udvrtta,

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. Vigpukranta—a foot stretched forward and hent as if
on the point of walking, and hands to be Recita.

162. Sambhranta—a hand with Avartita (Vyavartita) move-
ment placed on ghe thigh which is made Aviddha.*

163, Viskambha—a hand to be Apaviddha,* Stei Cari, foot
to be made Nikuttita and the left hand on the breast.

164, Udghatta—feet to in Udghattita® movements and
hands in Talasamghattita movement? are to be placed on two sides.

165. Vrsubhakridita—after observing the Alata Cari two
hands to be made Recita, and afterwards these should to be made
Kuiielta and Aiicita.

166. Lolita—hands on the two sides to be Relcta and

Aficita, and the head Lolita and Vartita.
' 167. Nagapasarpita=—to draw back feet from Svastika
position and the head to be Parivahita and hand to be Recita.

158 (B.158. G.155). 1 Same as agratalasaicara, sce NS, X. 46,
159 (B.159, G.156).

160 (B.160, G.157). * Defined nowhere in NS

161 (B.161, G.158).

163 (B.162, G.159). ' Defined nowherc in N5,

163 (B.163, G.160). ' Defined nowhere in NS,

164 (B.164, G.161). ' Defined nowhere in NS,

* Defined nowhere in N,
165 (B.165, G.162). ' Defined nowhere in NS.
166 (B.166, G.163).

167 (B.167, G.164). ' Defined nowhere in N&
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168. Saka@isya—beginnning with body at rest, advancing
with a Talasaficara® foot and making the breast Udvahita,?

169. Gangavatarana—foot with the toes and the sole turned
upwards, hands showing Tripataka with the fingers pointing down-
wards and the head being Sannata.

The Angaharas

170. I have spoken of one hundred and eight Karanas. I
shall now deseribe the different Angaharas.

171-173.  Sthirahasta—stretching two arms and throwing
them up, taking up Samapada Sthana, the left “hand stretched
upwards from the level of the shoulder, taking up afterwards the
Pratyalidha Sthana, then observing successively the Nikuttita,
Uriidvrtta, Aksipta, Svastika, Nitamba, Karihasta and Katiechinna,
Karanas. :

174-176. Paryastaka—observing  Talapuspaputa, Apa-
viddha, and Vartita Karanas, then takiug up Pratyalidha Sthana,
then assuming Nikuttaka, Uridvrtta, Aksipta, Uromandala,
Nitamba, Karihasta, Katicchinna, Karanas.

176-178.  Sucividdha—after showing Alapallava (Alapadma)
and Sict (mukha) gestures assuming one after another Viksipta.
Avartita, Nikuttaka, Urtidvrtta, Aksipta, Urnomandala, Karihasta,
and Katicchinna Karanas.

178-180.  Apaviddha—Apaviddha and Sacividdha Karanas,
then observing Udvestita K. with hands and turning the Trika,

168 (B.168, G.165). ' See above 188 note. B. reads udghatsta,

169 (B.169, G.166). ! Defined nowhere in NS,
? Defined nowhere in N3,
® For B.170-174 and (.167-170 sec 56-81 before.

170 (B.174, G.171) * Defined nowhere in N&.
171178 (B175-177, (L172174). ° Definition of the aigaharas

have been translated like the karanas ; above sec. 62 note. Anghaxas are
mostly combinations of the &aranas.

174-176 (B.178-180a, G.175-176). 1 Q. Omits 175b,
[76-178 (B.1801.-162a, G..177-179y),
178-180 (B.182b-184a, G 1791-180),
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showing with hands Uromapdalaka gestures and assumiug Kati-
chinna Karana.

180-182. Kksnptaka—assummg successively Nipura, Vik-
gipts, Alataka, Aksipta, Uromandala, Nitamba, Karihasta and
Katicchinna Karanas.

182-184. Udghattita®—-moving Udvestita and Apaviddha
(Aviddha) hands and the two feet to be Nikuttita, and again
changing them to Uromandala gesture and then assuming 'succes-
sively Nitamba, Karihasta and Katicchinna Karapas,

184-187. Viskambha—hands by turns made Udvestita, feet
.are successively made Nikuttita and bent, then assuming Urudvrtta
K. hands to e made Caturasra® and feet Nikuttaka, assuming
then Bhujangatrasita K. hands to be made Udvestita, assuming
Chinna and Bhramaraka Karanas while Trika is to be moved,
then Karihasta and Katicchinna Karanas to be assumed.

187-190. Aprajita—assuming Dandapada K., hands having
Viksipta and Akspita® movement, then assuming Vyamsita K. the
left hand moving along with the left foot, then hands being Catu-
rasra and feet having Nikuttaka movement, assuming Bhujangatra-
sita K. and hands having Udvestita movement, then assuming
successively the two Nikuttakas (i. e. nikutta and ardhanikuttaka),
Aksipta, Uromandala, Karihasta, and Katicchinna Karanas.

190-192. Vigkambhapasrta—assuming Kuttita and Bhu-
janga trasita Karanas, Recita hand to show the Pataka gesture,
then to be assumed successively Kksiptaka, Uromandala, Lata,
Katiccheda Karapas.

192-195. Mattakrida—assuming Nupara K. by turning
Tn'ka, then assumxng Bhu]'mgatramn K. 'mmnmg next Recita K.

180-182 (B 184b-188a, G.181- 182)

182-184 (B.186b-188a, G.183-184). ! In the definition of angahkara
this term has been equated with 772 or dance.

184-187 (B.188b-191a, G.185-187). ' Defined nowhere in N.
187-190 (B.191b-194a, G.188-189). ! Defined nowhere in NS.
190-192 (B.194b-196a, G-.190-191),
192-195 (B.198b-199a, G.199-184).
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with the right foot, and then assuming successively Aksiptaka,
Chinna, Bahyabhramaraka, Uromandala, Nitamba, Karihasta,
Katiccheda Karnas.

196-197. Svastikarecita® —hands and feet are Recita, then
assume Vrécika K. and again repeat this movement of the hand
and feet, and then Nikuttaka K. and the Lata gesture alternately
with the right and the left hand, and then Katicchinna K. '

197-200. Pargvasvastika—assuming (Dik-) Svastika from
one side and then the Ardhanikuttaka, all these to be repeated
on the side, then the Avrtta (vyaavartita) hand to be .placed on the
thigh, then to assume sucecssively Urudvrtta, Aksipta, Nitamba,
Karihasta and Katicchinna Karanas. '

200-202.  Vrécikapasrta—assuming Vrsoika K. holding the
Lat# band to be held on the nose, after moving the same hand in
Udvestita  movement, then assuming successively Nitamba,
Karihasta and Katicchinna Karanas,

202-20%  Bhramara—assuming  successively Niipurapada
Aksiptaka Katicchinna, Sacividdha, Nitamba, Karihasta, Uro-
mandala and Katicchinna Karanas.

204-206.  Mattaskhalitaka—asuming Matalli K. and moving
round the right hand and bending and placing it ncar the ( right)
cheek, then assuming (successively) Apaviddha. Talasamsphotita,
Karihasta and Katicchinna Karanas.

206-208. Madavilasitai—moving with Dola hands and
Svastikapasrta feet, making hands Aficita as well as Valita and
then assuming successively Talasamghattita, Nikuttaka, rudvrtta,
Karihasta and Katicehinna Karanas.

195-197 (B.199b-201, G.195-196). ' In the translation of this K,
Ag. has been followed.

197-200 (B.201h-204a, G,197-199), ' 1n the translation of this K, 1
have followed Ag.

200-202 (B.204b-2064, G.200-201),
202-204 (B.208b-2084, (+.202-203),
204-206 (B.z()_ab-zloa, G.204-205).
406-208 (B.210b-212a, .306-207).
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208-210, Gatimandala—after assuming Mandala Sthanaka
and making the hands Recita and the feet Udghattita assuming
successively Matalli. Aksipta, Uromandala and Katiecheda
Karanas.

210-212. Paricchinna—after the Samapada Sthan! assum
ing Paricchinna (i.e. Chinna) K then with Aviddha foot assuming
Bahya Bhrame .kal and with the left foot assuming Sici K. and
than observi: (successively) Atikranta, Bhujangatrasita, Karihasta
and Katice!. ana Karanas.

212-216, Parivittakarecita—holding on the head hands in
loose Svastika form and them after bending the hody the left hand
to be made Recita, and raising the body, again the same hand
to be made Recita, after this hands to show Lati gesture and
assuming successively Vrécika, Recita, Karihasta Bhujangatrasita,
Aksiptaka Karanas then have Svastika foot ; all this to be
repeated after turning back completely, then assume (successively)
Karihasta.

216-219. Vaiéakharecita—along with hody the two hands
to be made Recita and all this is tobe repeated with the body
lent. then observe Niupurpada Cari and Bhujangatrasita, Recita,
Mandalasvastika, afterwards bending shoulder Uriidsrtta, Aksipta
Uromanpdala Karihasta’ and  Katicchinna Karanas are to be
assumed,

219-221. Paravrtta—assuming Janita K. and putting for-
ward a foot, then assuming Alataka K. and turning the Trika, [in
the Bhramri Cari] afterwards the left hand hend and to on the
cheek, then assuming Katicchinna Karana.

208-210 (B.212b-214a, ¢,208-209).

210-212 (B.214h-216a, (..10-211). ' According to Ag (Ip.152)
bikya bhramaraka scoms to mean a ¢@ri of that name. But it scems that
by this dkramaraka, the movement known as dhramari has been nweant.
Sce M., Ghosh AD, 289fF. also A. K. Coomaraswamy. MG. p.74.

212-216 (B.216b-220a, G.212-215).
216-219 (B.220b-223a, G.216-218).
219-221 (B.228b-22%a, G.219-230).
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991.223. Alataka—assuming Svastika, vyamsita [in it
hands being Recita), Alataka, Urdhvajanu, Nikuicita, Ardhasiici,
Viksipta, Udvrtta, Aksipta, Krihasta and Katicchinna Karanas one
after another,

993225, Parévaccheda--holding Nikuttita hands on the
breast assuming Urdhvajanu, Aksipta, Svastika Karanas, Trika
to be turned round, then Uromandala, Nitamba, Karihasta and
Katicchinna, Karanas to be assumed.

926-227.  Vidyudbhrinta—assuming Stict K. using the left
foot first, and Vidyubhranta K. using the right . foot first, then
Siici K. with the right foot moved first, and Vidyudbhranta with
the left foot moved first, afterwards assuming Chinna K., and
turning round the Trika, then Lata and Katicchinna Karapas.

297-299. Udwrttaka—-assuming Nupurapada Cari hanging
the right and the left hands by the side, and with them assuming
Viksipta K. with thesc hands assuming [again] Sici K, and
turning round the Trika [in Bhramari Cari] and then assuming
Lata and Katicchinna Karanas.

229-231. Alidha—assuming Vyamsita K., striking the
hands on the shoulder, and then Nupura K, with the left foot
[moving first], afterwards Alata and Aksiptaka Karapas with
the right foot [moving first] and then making Uromandala
gestures with hands and assuming Karihasta and Katicchinna
Karapas,

231-233, Recita—showing Recita hand, bending it on one
side and waking the [same] Recita movement and then repeating
this movement after bending the entire body, assuming succes-
sively Nipurapada, Bhujaigatrasita, Recita, Uromandala and Kati-
cchinna Karapas,

221-223 (B.225b-227a, G.221-222),
223-225 (B.227b-229s, G.223-924).
225-327 (B.229b-281a, G.225-226),
227-229 (B.231b-233a, G.227-228),
229-231 (B.233b-235a, (+.229-230).
231-283 (B.235b-237, G.231-282), «
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234-285. chhurig—assuming Niipura K. and turning the
Trika round, assuming Vyamsita K. and again turning round the
Trika, then assuming successively Alataka® K. from the left
[side] and Sict, Karihasta and Katicchinna Karanas.

236-238. Aksiptarecita—Svastika feet to be in Recita and
s0 the Svastika hands, then with the same (i.e. Recita) movement
they should be separated; and with the same Recita movement they
aresto be thrown up, then assuming successively Udvrtta, Aksipta,
Uromandala, Nitamba, Karihasta and Katicchinna Karanas.

289-241° Sambhranta— assuming Viksipta K. throwing out
the left hand with'Siici gesture, the right hand placed on the breast,
Trika to be turned (in the Bhramari Cari] then assuming succes-
sively Nipura, Aksipta, Ardhasvastika, Nitamba, Karihasta,
Uromanpdala and Katicchinna Karanas, 4

242-243. Apasarpita—observing  Apakrinta Cari and
assuming Vyamsita K. with the hands moving in Udvestita
manner, then assuming successively Ardhasiici, Viksipta, Katic-
chinna, Udvrtta Aksiptaka, Karihasta and [again] Katicchinna
Karanas.

244-245. Ardhanikuttaka ~observing swiftly Niipurapadika
Cari, hands to move in harmony with the feet and Trika to turn
round [in the Bhramari Cari}, then hands and feet to make
Nikuttita movement, afterwards assuming Uromandala, Karihasta,
Katicchinna and Ardhanikuttaka Karanas.

The Recakas

246. I have spoken of these thirtytwo Angaharas; T shall
now describe the four Recakas? ; please listen about them :

247, Among the Recakas the first is that of the foot (pada),

234-285 (B.238-239, (1.233-234). ' Read ovamam  calalakam for
padam calatakam in B.
236-238 (B.240-242, G.235-237). 239-241 (B.243-245, G.238-240).
242-243 (B.246-247, G.241-242). 244-345 (B.248-249, G.2-l3--2‘44).
246 (B.250, G.245). ! For the rclation between Reeakas and the
Angaharas and the use of the Regakas sce Ag,
247 (1}.251. G.246),




66 THE NATYASASTRA [ 1V. 248-

the second is that of the waist (1041), the\ third i is that of the hand
(hasta) and the fourth is that of the neck (4 wa)

218, The term Recita [relating to a limb] means moving
it round separately (i.c. not in any Karana or Cari) or its drawing
up or its movement of any kind separately.

249, 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
forward, turning round and drawing back of the hand is called its
Recaka.

252, Griva-recaka—Raising up, lowering and bending the
neck sideways, and other movements of it are called its Recaka.

253-254. Seeing Samkara (Siva) dance with Recakas and
Angabaras, Parvati too performed a Gentle Dance (lit. danced with
delicate forms)?, and this dance was followed by the playing of
musical instruments like Mrdanga,® Bheri, Pataha, Bhambha?2,
Dindima, Gomukha, Panava and Dardura.

955. [Besides on this occasion] Mahedvara (Siva) danced in
the evening after the break-up (lit. destruction) of Daksa’s sacri-
fice® with different Angaharas and in conformity with proper time
beat (tala) and tempo (lay«).

248 (B.252, G.247). 249 (B.253, G.248).

260 (B.254, .249). 251 (B.255. G.250).
252 (B.256, Gr.251).

253-254 (B.257-258, G.252-253). ! Read wriyanti sma ca parvats
Ae. T p. 208,

* mrdaiga, bheri, pataha. bhambha, dindime, dardura and panave
are drums of different sizes and shapes, and' made of different materials
such as clay, wood ete. Of these bkeri, panava and gomukha (possibly
a horn) have been mentioned in the Bhagavad-gita, ch. 1.13.

* B. read jkanjhyis (pa. bambha).

255 (B,259, G.254). ! The story of the break-up of Daksn s sacrifice
occurs in two different forms in the Bhagavata and the Varaha P,
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—Vrsa, Nandin - Pattisi,
Candika (Kﬁli)—-—Simhavﬁhinl Visnu—Tarksya, Svayambhu—
(Brahman)—Padma (lotus), Sakra (Indra)—Airavati, Manmatha
—Jthaga, Kumara (Kartikeya)—Sikhi (peacock), Sri (Laksmi)—Ula
(owl), Jahnavi (Ganga)—Dhara, Yama—Pada, Varupa—Nadi,
Kuvera (Dharfada)—Yaksi, Bala (rima)—Hala (plough), Bhogins
(serpents)—&.wpa, Ganedvaras (the lords of Ganas)!—Daksayajiia-
vimardini, The [ Pinli ] of Slva the killer of Andhaka?, will be
Raudri in the form of his trident. The Pindis of the remaining
gods and goddesses will be similarly. named after (lit. marked with)
their own banners?®.

263-26+. After inventing the Recakas, Angaharas and
Pinlis, Siva communicated them to the sage Tandu! who in
his turn made out of thcm dance togethel with songs and

256 (B.260, G.255). ' Piulibandha—Ag. (I. 170-171) explains the
words as follows:—famlen wialafaisqanimfrat fGwifa i...... Ao saw-
stz o, fotangyda rnf‘wfm’!mmmuumf‘mﬁuww Lo 9FEIA Q@
fadwar quisafe foa afa) aqaﬁtweuv From these quotations it is
apparent that Ag. had no definite idea about the pendibandha or pindi.
But the word occurs in the following couplet of a later work on
dramaturgy (Bh P. p.264) :

NenuRuwe? a1 afagafa mfawn ) fadvaflmd: aes waeaq o
From the above quotation the meaning of the word scems to be a term
velating to group-dance. For more about pindibandha sec 257-263,
284-285, 291-294 below.

257-262 (B.261-266a, (256 261). ' Ganpe$varl means relating to
Ganesvaras or lords of hosts soe above N8. IIL 81,58 and 1IL. 1-8 note 7.

* The story of Siva’s killing the Asura Andhaka occurs. in an,
Hraivaméa and several Puranas, Sce JK. sub voce.

® B. omits 263D altogether.

263-264 (B.266b-268a, G.262-263). ! Tandu’s name doos not seem
to oceur in any extant Purina. It is Juqt possible that the name of
this muns has been derived from  fandave a non-Aryan word Sehich
originally may have meant dance.



8 THE NATYASASTRA { IV. 265.

instrumental music ; and hence this dance is known as Tandava
(i.e. of Tandu’s creation).

The sages speak

265. Usc of Gestures ete, (abhinaya) having been devised
by the experts, for drawing out the sense [of songs and
speeches in a play] what led to the making of dance (mftn),
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.

267. [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 Bhiitas 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 Tapdu,
“Perform this dance in connexion with the singing of songs.

265 (B 268b-269a, G.264). ' B. reads fasman mritam for kasman
#rilam in 265b.

266 (B.269b-270a, G.265), 267 (B.270b-271a, G.266).

268 (B.271h-272a, G.267), 269 (B.272b-273a, G.268),

270 (B.273b-274a, G.269). ! For prakirtilah, B.G. read pravaristal.

! pratiksepa—Ag. (1. p.182) defines this torm as follows :—geafogsi
Nabiie: wfed7 1ae: @ vagha @ sfewfeny) 4R 4 DR sdmewen
Q1 g aurefe afafemamagm: fadar,

271 (B.274b-275, G.270). ' Wor fanduly santosapirvakam. This
variant has been recorded by Ag. (L181) and it scems to be the com‘ct
reading. B.G read Lanustanjavapirvakam.
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272. The Class Dance (tanduava)! is mostly to accompany
the adoration of gods but its gentler form (sukwmara-prayoya)
relates to the Erotic Sentiment,

The Vardhamanaka

273. Now while coming to discuss the Vardhamanaka I
shall describe the rules regarding the performance of the Class
Dance ({andava) as it was performed by Tandu.

T 274 Asinits performance Kuala and tempo (luya) attain
erddhi (increment) due to the increment of Aksaras it is called
the Vardbamanaka.

. The Asarita

275.  After setting down the musical instruments (Lnéapa)
the producers [of plays:) should get the Asarita performed.

276. Then after the Upohana has heen performed to
the accompaniment of drums? and stringed instruments, a female
dancer should enter [the stage] with the playing of drums
{only].

277. This playing of the [instrumental] music should be
in pure Karana® and Jati?. And then a Cari 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 (i.c. those of feet, hand, waist and neck).

272 (B.275b-276a, G.271). ! The fandava has been translated by
some as ‘wild dance’ (Haas, Dasartpa, -p.5), but the adjective seems to
be misleading. I'rom 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. 77 iuu!awq was
nho exclusively ipale dance. For the illustrations of the karar.w\f taken
out of old das reliefs and printed in the Baroda ed. of the NS. show
that these were performed by women as well. These £zranas were evidently
clements of fanjava ; lasya performed by women was only a gentler form
of the ¢andava.

273 (B.276b-277a, G.272). . 274 (B.277b-278a, G.273).

275 (B.278b-2794, G.274). 276 (B.279h-280a, G.275).

277 (B.280b-261a, G.276). 278 (B.281b-282a, G.277).
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279. Then she should go round the stage scattering flowers
from her hands to gods, and after bowing to them, she QIlould make
use of different gestures (ablmm ya).

9230. 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. instrumental music) during
the Class Dance should be Sama, Rakta, Vibhakta and distinetly
heard (sphuta) on aceount of clear strokes and shou]d be properly
following different aspects of the dance. ‘

282.  After following the Song [with her dunce] 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.

28+ After forming |Pindis] these women will make their
exit, and during the formation of the Pindis an instrumental music
which has various Oghas and Karanas 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 Asarita too; a song also should be sung and a
female dancer should enter the stage in the manner described
hefore, and she should delineate [the meaning of the song in the
second Asarita by suitable gesture] and translate the subject-
matter (rastu)? into a dance.

288.  After finishing the Asarita the female dancer should
make her cxit, and then another female dancer should enter the
stage and make « similiar performance.

289. Thus at every step the rules of Asarita should be
followed by singers as well as players of the insrumental music.

279 (B.2682h-2834, G.278), 280 (13.283b-284a, (+.279).
281 (B.284b-2854, G.280), 232 (B.285b-286a, (1.281).

283 (B.286b-2874, (+.282). 1 Seo above 282 note 2,

284-285 (B, 2871-288, (+.28: 3284,

285-287 (B.289-2914, (}. 2841-285, 286). ! Fov enstu (padavasty) sec
Malavi. lI 0, 5,8, 13, 14, 288(B,291b-292u, (.287).
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290. [During all these performances] the first foot? of the
song should be sung once, the second twice, the third thrice, and
the fourth four times.2 '

291, The Pindis have four varieties Pindi [proper]
.él.‘flkhﬂ“kﬁ, Latabandha, and Bhedyaka.?

292. The name Pindi or Pindibandha is due to its being a
Pindi (lump), a cluster (gnfima)l is called Srikhalika?, and that
which is held together [as it were] by a net, is Latabandha®, and
Bhedyaka* is to be the (separate) dance of one individual.

293. The Pindibandha is to be applied in the first (it.
shortest Asarifa), Srikhald at  the transition of tempo, the
Latabandha in the middle one and the Bhedyaka in the
longest (i e. Asarita).

289 (B.292b-293a, .288). ' Vastn here means padavastu. Sce
above 285-287 note,

? These asartas were distinguished by the ka/as of time they
required. According to Ag. (I.185) the shortest @sar:ta takes up
seventeen A2/as, the medinm asarrta thirty-three Aa/as and the longest
asarita sixty-five kalas.

290 (B.293b-294a, G.289). ! 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 BhLD,
(1. 246) occurs the following passage —

wqiy nRTg J-wsafan v | Agwdfa 9mic wgmer anfEh: o
T gy 4gd RFASAIRIAA | JURAFARA qEN G @AT Hav |
vaag afy; 4276 99 § ¥ Jq | folaary g gataifafa dea

Prom this it is quite clear that the pindibandha relates to the gronping
of dancors. OF these the gulma is a general collective dance, the $rikkala
is the dance in which partners hold one another’s hands, the /efi is
the dance of two putting their arms around each other, and the dkedyaka
is the dance of cach one separately’.away from the group. The scetion
292 helow does not quite agree with this view.

202 (B.295b-296a, G.291). * See above 291 note.

2 BID. docs not identify the g#/ma and the Syikhalika.

3 See above 291 note 1. ¢ Sce above 291 note 1.

8 See above 291 note 1. o sanytta=ckanrtia=ckasya wiila ;
of sakrt (=onec), . :

~
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294. Origin (of Pindis) is twofold : Yantra and Bhadra-
sana.! These should be learnt and properly applied by the
producers [of plays] .

The Chandaka

295, Inthe Vardhamana the producer should thus use
[dances]. I shall speak again about the rales regarding the
performance of songs and Chandakas.

296. T 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. TFirst of all, the entire words (vast#) of the song
should be represented by gestures, and next the same should be
shown by a dance.

299, Directions given above regarding the dance, use of
gestares and the instrumental music will apply equally to the
subject 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-
cabls in case of Chandakas which are composed of their’ Angas.

302. During the Mukha and the Upohana the instrumental

music should be played with heavy and light Aksaras by keeping
them distinct (lit, separate),

293 (p.296b'297;l, (+.292). ! The distinguishing  features of the
three asartlas Lave boen given in note to 289 above.
29"1 (B.297b-2984, G.293). ' "Ihis Dassage is not clear. Ag's
cxplanation (1p.193) of the yantra and the dkadrisana is not convincing,
295 (B.298b-299a, G.294),
296-297 (B.299h-301a, G.295). 1 See above 285-287 note 1,
* Yor pratiksepa see above 270 note 2,
298 (B.301b-302a, G..297).

299 (B.302b-303a, G.298),
00 (B,393h-304a, (1.299), " )
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308. 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 dance.

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. :

305-808.. 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 (nibaddha) 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
809. 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
811. Now listen, O Brahmins, about occasions in plays
when dance should be introduced in course of songs.
312. Experts should apply dance when the principal words
of a song [in a play] as well as its [ornamental adjunct known as)

e

301 (B.304b-305a, G-.300). 302 (B.305b-3068, G.801)

303 (B.306b-307a, G.802). 304-305 (B.397b-308a, G.303-304x).
305-308 (B.308b-311, (+304b-307). 309 (B 312, G-308)

310 (B.318, (,309), . 811 (B314, G.310),
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Varpa® comes to a close or when any character attams good
fortune [in a play]. .

318. 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.

814. 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.

Oceasions when dances are prohibited

315. But dance should not be applied to the part of a
young woman who is enraged (khangita),® deceived (vipralabdha)?
or separated [from her lover] by a quarrel (kalahantarita)®.

316. Dance should not be applied also at a time when a
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. "Bt 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 performn 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 Angabaras
which Parvati (lit. the goddess) created.

Playing of drums
321. I shall now apeak of the rules 'lbout the playmg of

312 (B.315, G311) ! See NS, (C.) XXIX. 19-82.

313 (B.3l6, G.312). 314 (B.317, G.313).
315 (B.318, G.314). ! gee N&. XXIV. 216. 2 gbid. 217,
3 ibid. 215, 316 (B.319, G.815),
-317 (B.820, G.316). 818 (B.821, G.817).

319 (B.322,G.318), 820 (B.828, G.819).
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drums which should follow four-footed Narkutaka,® Khafijaka?
and Parigitaka.

322. Playing of drums should bégin with the Sannipata
Graha at a time when a foot of the Dhruva of the Khafija or the
Narkuta class has been sung.

328. In course of a Dhruva which consists of even number
of feet with equal number of syllables the drum should be
playtd 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 song
orits Varpas have been finished or it is beginning afresh.

326. During the Antara-marga which may be made by
Trantris or Karanas, the Class Dance should be followed by
drums as well as the Sici Ciri.

327. One who will perform well this dance created by
Maheévara (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.

Here ends Chapter TV of Bharata’s Natyadastra
which treats of the Characteristics of the Class Dance.

831 (B.324, G-.320). ! See NS. (C.) XXXI. 511 - XXXII 304 ff.
? Qee N§. (C.) XXX 511 ; XXXIL 434. 322 (B.325, G.821).
823 (B.326, G.329). 824 (B.327, G.323),

335 (B.328, (.324). 126 (B.329, G.825).

827 (B,330, G.326). 828 (B.381, G-.327).



CHAPTER FIVE .
THE PREZIMINARIES 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 characteristics ; 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-

bhaga®, the Kalas and the Walking-round® [which relate to
them].

Preliminaries defined
7. Asitis first performed at the beginning (parvam) in
the stage (ranga) it is called the (y@rvaranga)! Preliminaties.
Parts of the Preliminaries
8-11. It different parts which are to be performed in due

1-4 (B.G. same). ' See N§. 1. 13-18. 7 See NS, 1. 69-73.

" Bee I 54-68. ¢ Ses N§. III

5-6 (B.G. same). ' padabhaga—See N8, (C.) XXXI. 308-309. This
{s a tetm relating to Zila.

* kadi—unit of the time measure in musie. See N8, (C.) XXXI. 608.
On this Ag. (I. 211) says: war w®n @ gafasr aawar faw wifggad ; aar
et amwrerewndl 20 3 pagiparta. On this sce below 23-24, 65-89.

7 (B.G. same). ' BhP. defines puroraigs as follows : waarar: yrgwi:
wfrnte afef 1 o¥ fna? axd qioR wdga: (SR, p. 742)1 The definition in
tho the comm. of DR. (TTL. 2) is eortupt, g-11 (B.G. same).
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order wit’h the playing of drums and stringed instruments as well
as with Recitatives (pathya), are as follows: Pratyahara?,
Avatarana?, Arambha®, Adravanat, Vaktrapani®, Parighattana®,
Samghotana’, Margasarita®, and Asarita® of the long, the medium
and the short types. These songs outside [the performace of a
play] are to be sung by persons behind the curtain® 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 Vardbam@naka* class along with the Class
Dance [suitable to it] should be applied, Then should take place
[one after another) during the Preliminaries the following :—
Utthapana®, Walking round®, Benediction?, Suskapakrsta®, Ranga-
dvara®, Caril°, Mahacari!?, Three Men’s Talk!? and Laudation3.

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 3 See below 18.

¢ Sec below 18. & See below 19. ¢ Seo below 19.
7 See below 20. 8 See below 20. ® See below 21.

10 From this statement it appears that the first 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 this, two curtains on
two doors of the tiring room. It secms that the front curtain came into
regular use in later times and cspecially at the end of cach act. Cf. javanm:-
kantar used as a synonym of ‘act’ in the KM.

12-15 (B.G. same). ' The front curtain ; see 8-11 note 10 above.

2 Reeitals of the Benediction (7indi) and the Laudation (prarocani)
ete, 3 madraka—a class of songs.

¢ vardhamanaka—a clase of songs with dance. See NS. (C.) XXXIX.
Q4. 5 Seo below 2228, ¢ See below 23-24, 65-89. T Sec below
24-25, 107-113 % See below 25-26, 113-116, ¥ See below 26-27.

1% See below 27-28, 119-120. 11 Sec below 27-28, 127-130.

'* See bolow 28-29, 187-141. 18 See below 29-30, 141-142.

16 (B.G. same). ' It iay ,appear thai these items of the -Prelimi-
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The Pratyahara
17. Arranging of the musical instruments (kulapa) is
called the Pratyahara®.

The Avatarana
The seating of singers is called the Avatarapa (lit. coming

down)3.
The Arambha
18. The commencement of vocal exercise for singing
(parigita) is called the Arambha (lit. beginning)3.

The Aéravana :
Adjusting the musical instruments for playing them in due
manner is called the Adravana. '

The Vaktrapani

19.  Rehearsing (lit. dividing) the different styles (vrftd)

of playing musical instruments is called the Vaktrapani®,
The Parighattana

The strings of instruments are adjusted duly during the
Parighattana?,
neries to be 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 once and at any fixed
time. Quite along 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. (L. p. 215) says
that ninc items of the Preliminaries were meant for a [common] women,
children and fools. The same practice about the Preliminaries may be
observed even now in ease of the Yatras or the open air theatrieal per-
formances in Bengal, 17 (B.G. same).

! For the arragement of the musieal instruments see the diagrant 2.

¢ Kot the position of singers sco diagram 2.

18 (B.G. same).  Géravani—NPor details about the performance of
‘his see NS, (C) XXIX. 120 ff.

]S)(B.GI. same). ' waklrapini—~Vor details abont the performanece
‘o this sea N8, () XXIX. 131 T

[ ¢ parighatiani—Vor the performance of thix see NS, (C) XXIX:
42-145. *
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The S8amghotana
~ 20. The Bamghotana® is meant for rehearsing the use of
different hand poses [for indicating the time-beat].
The Margasarita
The playing together (in harmony with one another] of
drums and stringed instruments is called the Margasarita2.
The Asdrita
21. The Asarita is meant for practising the -beat of
time-fractions, (kalapata)?.

. The Application of songs
And the Application of songs (yitavidhi)? is for singing the
glory of gods.
The Utthapana
22-28. [ 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
93-24. The Walking-round (parivartana) is so styled
hecause in it, the guardian deities of different worlds are praised
[hy the Directer] walking all over [the stage].
The Benediction
9.4-25. The Benediction (nandi)! is so called because it
must always include [and invoke ) the blessing of gods, Brahmins
and kings.

20 (B.G. same), ' samghotani—For the performance of thix see
N§. (C.) XXIX. 137-141. : '

* margasarita—For the performance of this see NS, (C.) XXIX.
145-118. ,

21 (B.Q. same). 1 asarita—For the performance of this sce N8,
(C.). XXX 59-75. 169-194. 2 oo NS, (C.). XXX, 267 ff.

22-23 (B.22-23a, G. 21¢-22).

23-24 (B.23b-24a, G.23). ! parivartana=parivaria sec below 65 ff.

24-25 (B 24b-25a, .24). ! For its specimens see below 107 ff,
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The éuskivakrsﬁ Dhruva
25-26. When an Avakrsta Dhruva is composed with
meaningless sounds it is called éuskﬁvakrs_tﬁ‘, It indicates verses
for the Jarjara?, :

The Raingadvara
26-27. The Rangadvara is so called, because from this part
commences the performance which includes Words and Gestures.

The Cari and the Mahaeari
27-28. 'The Cari 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 (sutradhara), an
Assistant (paripariraka) acd the Jester? is called the Three Men’s
Talk (¢rigata).

The Laudation
29-80. The address which the Director (lit. the expert)
makes suggesting the Denoument of the action (k@rya) of the play

in hand with [proper] reasoning and arguments is called the
Laudation (prarocana).

The origin of the Bahirgita and its justifieation
30-31. T shall now describe in detail the Adravana
which is incladed in the Bahirgita and shall speak of its
origin as well as its justification.

25-26 (B.26, (:.25).  woe below 113-115,

* The meaning is not clegr. B.G read between 25b and 26a two prose
lines,

26-27 (B.27, .26). 27-28 (B.28 G-.27).

28-29 (B29, G'28). ' The Jester's role is assumed by one of the
Assigtants, Sce helow 70 where two Assistanty enter along with the Director.
For details of the Three Men’s Talk son below 137-141.

29-30 (B30, G-29). ' For details about the Laudation see below
141-142;
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31-32, Now when songs in seven forms? and in Citra3 and
Daksina® Margas together with the Upobana* and the Nirgita®
were started by musical experts like Narada 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?.

Daityas and Rakgasas provoked t jealousy

. 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 [over the
matter] and sald 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.c. songs], Hence we wish this perfor-
mance (of the Nirgita) to come to an end. What do you think
of this ?”

30-31 (B.31, G.30).
81-32'(B.32-33, .31-32). ! Seven forms means the types of falas.
Sce N8, (C.) XXXI. 497 £, 7 Sec (C.) XXXI. 414.

® Bee (C.) XXXI. 412. ¢ See (C.) XXXI. 234 ff.

8 Another name for dakirgita. Sce below 33-42.

8 nirgila—instrumental music. .

7 For different aspeets of the tala see NS. (C.) XXVIIIL 15-16 and
(C) XXXI. 33-34 (B.34, G.33)

84-36 (B.35-87a, G.34-36a). ! The seven forms—On this Ag. (1.
D. 924) says : wATEAfaRarEfafaRvedam twegu: tenar vgehive wEv WgEw
TaEgar fyertawy fyaceguymgerd enhgeee, )

1
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Narada pacifies the gods.

38-41. Hearing these words of the gods Narada 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 notbe 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.

+2-44, This is to be played by experts in the Citravipa®
with metallic strings, and the performance should contain light
and heayy syllables (aksara)? and have Varpas® and Alamkaras®.
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”.

The gods are pleased with the Nirgita (Bahirgita).

44-45. , The reason behind the Nirgita in its seven forms as
well as the Utthdpana and the like, will now be given.

45-54, The Pratyahara pleases the Raksasas (Yatudhana) and
the Pannagas, whilethe Apsarasas are delighted with the Avatarana,
The Gandharvas are pleased when the Arambha is performed, and
in the performance of the Aéravana the Daityas take delight. The
Vaktrapani pleases the Danavas and in the Parighattana the hosts
of Raksasas are [again] pleased. By the Samghotana Gubyakas
are satisfied, while the Margasarita the pleases Yaksas, When

— A —

37-38 (B.37b-38, G.36b-37). 38-41 (B.39-41, G.38-40).

41-42 (B.42, G .41).

42-44 (B.4344,.G.42-43). ! citravina—nityoparan janarths ¥ vinG ;
akind of #ind suitable for being played during the performance of &
drama. ? Syllables like gkr¢ and dri are heavy, and syllables like
ma, ia, ka, {a are light. * 860 N§. (C.) XXIX. 19-28.

4 Bee NB. (C.) XXIX, 24-75, 44-45 (B45, G.44),

45-54 (B54b-55, 46-53, G 45-53),.
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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
Suskavakrsta (Dhruva) pleases the host of Pitrs (ancestors). In
the Rangadvara Visnu is pleased, while the Jarjara, ceremony
pleases the leaders of Vighnas. On the Carl being . performed
Uma takes pleasure while on the performance of Mahacari
the Bhiitas are.delighted. '

55. So much about worshipping the deities in different parts
of the Preliminaries (p@irvaranga) beginning with the Pratyahara
and ending in the [Maha) cari.

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 which 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 (dharma), fame and long life. And tliis perfor-
mance whether with or without songs, is meant for pleasing the
Daityas and the Danavas as weli 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 nirgita) as well as of the
Vardhamana.? ‘

55 (B.56, G-.54). 56 (B.57, G.55).

5758 (B.58-59, G.56-57),

59 (B.61, G.59). ' See NS, (C.) XXXII. )

* Before this couplet (59) B. reads onc additional #loka (B. 60).
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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 cleven 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 cmsu‘m"
(yati). Besides this it should consist of four Walking-rounds
(parivarta) and of three Panis®, and it should be in the Vigloka®
metre and in the same kind of Tala,

64. The Tala in question should consist consecutively of
éamyﬁ‘ of two Kalas, Tala of two Kalis, éamyﬁ of one Kali and
Sannipata of three Kalas. »

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 fermination of
the third Sannipata in it (ie. 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

60-63 (B.62-65, (.60-63). 1 See N8, (C.) XXXI. 267 ff.
* Gee NS.(C.) XXXI. 295 ff,
, % The term wullhapani dhruva does not oceur in the Dhruvadhyaye
N8. (C) XXXIL ¢ See N§. (C.) XXXI. 9-11.
¥ See NS, (C.) XXXI. 38-39. 8 See N§. (C.) XXXI 4
! See N§, (C.) XXXI. 532-537.
® Ag. explains three panss as samapins, avara-pini and uparipin.
® See NS, (C.) XXXIL 149,
64 (BR6. G.84). ' Cf. N§. (C) XXXI, 74.

85 (B.67, G 63). 66 (B 6, G.66). 67 (B89, G.87).
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' tempo (laya) the Director [and the two Assistants]* should enter
[the stage] :

68-69. The three should simultancously 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
flowers carried by them should [also] be white, and they should
be dooking with the Adbhuta glance * and be in the Vaisnava
Sthana? with Sausthava of the body.

70. The two' Assistants (pariparvika) should carry a
golden pitcher (Jhgngara) and the Jarjara, and with them by his
side the Director should put forward five ateps.

71.  These five steps [will be] 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 Stci Cari with left foot moved first and the right foot
afterwards.

74, Then the Director should offer flowers in Brahman’s
civcle (Brahma-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 68-89.

68-69 (B.70-71, .68-69). ! See NS. VIIL 48. ? Sec NS. XI. 50-52.

70 (B.72, 3.70), ! One of the Assistants is to assume the role of
the Jester in the Three Men's Talk. Sce above 28-29, 187-141.

? Jarjara— sce N8. I, 78 ff.

71 (B.734, G.71), ! B. omits 71b.

72 (B.74, @.72). ! fala—a unit of length. The distance from the
tib of the middle finger to the wrist. See NS, IIT, 21 note.

73 (B.75,G.78). ' B, oisnuupndi for paicagads. 74 (B.76, G.74).
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75-77. And afterwards he (i.e. - the Director) should res-
_ pectfally bow to Brahman (lit- Pitamaha) with Lalita gesture,
and to measure the length of time during the salutation he should
thrice tonch the ground with his hantl, 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
in medium tempo (laya).

. The third Walking-round

77-78. Next during the third Walking-round (parivarta)
the Director should go round the Brahman's circle {i.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
(mandald) he should perform the Siet (lit. Vedha) Cari with this
foot (i.. 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 Siici (Vedha)! Cari putting forward
the left foot first and the right foot afterwards.

80-83. Going found [the centre of the stage] the Director
should call the person (i.e. one of the Assistants) who carries the
golden pitcher (bhyngara)? and perform ablution ($auca) [with
water from this vessel]. He should then perform Acamana and
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 Jannipata [of this
second Walking-round).

83-84. The third Walkinground beginning with going

75-77 (B77-198, G.74¢-76). ! Nee NS. IX, 901, B reads vandanabhi-
nayanugah for °na, yant?z/e.tzl_».

77-78 (B.79, G.77). " 78-80 (B.80-81, G.78-79), * Aceording
te Ag. (L p. 233) Vedha=Suci Cari.

80-83 (B.82-84, (H80-82). ! Sce above 70,

83.84 (B.85, G.88). '
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round the centre of the stage (i.?. Brahmamangala)* and ending
with the taking.up of the Jarjara ghould be performed in a quick
tempo. :

The fourth Walking-round

84-87. After taking dp the Jarjara to ward off evils he
should mutter [some Mantras] in eight Kalas. .Fhen he should
perform the Siici (Vedha) Cari 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 Sici (Vedha) Cari by putting forward the left foot first and
the right foot® afterwards. The fourth Walking-round which
hegins 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 | pirvaranga which is of the Caturasra type]
movements of hand and feet in it will occupy sixteen Kalas while
it being of the Tryasra type such movements will occupy Twelve
Kalas only.

88-89. [The Director and the two Ass‘istants] should make
threc 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?.

The Parivartani Dhruva

89-90. In this manner they should perform the Utthapana
(lit. raising), Thenwcomes the Parivartani (Walking-round) Dhruva

' See N§. III, 28-30"note.
84-87 (B.86-88, 3.84-86). ! B. reads kulapo nigamaniakah.
87-88 (B.89, (+.87).

88-89 (B.90, G.88). ' This and the préceding (87-88) passage should
properly go after N§. 64 for they-relate to the Utthapana which should
come before the Walking-round ; sec before 22-23.

89-90 (B.91, G,89). ' For caturasre, B. G. caturasram.
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which should be performed in the Caturasra (Tﬁla) and medium
tempo and with eight Sannipatas.

90-91. The Dhruva (song) which has only the last syllable
long in its four feet of eleven syllables, is called the Parivartani
(Walking-round) Dhruva.

91 92, During the singing of this Dhruva the Director
should move left¥ards® in the Vartika Marga with graceful step
in accompaniment of instrumental music and should bow to
[different] deitics in directions belonging to them.

92-93. And during the foot movement [mentioned above]
euch step of the Director should cousist two Kalas, and movement
in each direction should consist of two Sannipatas.

93-04. Then he would observe the Stci (Vedha) Cari
putting forward the left foot first and the right foot afterwards
and putting the latter at a distance of two Talas.

94-95. In this manner he should go five steps with
the Atikranta Carl' 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 (éakra) Indra, secondly he should bow to the
southern direction belonging to Yama, Thirdly he should bow to
the western direction ruled by Varupa. 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 hegin the Walking-round: -

98-99  Then with his face tgwards the east the Director

90-91 (B.92, G.90).
91-92 (B.93, G.91). ' vamakena (viriikena, B).
92-93 (B.94a, .92). ! B, omits 93a.
93-94 (B.94b-95a, G. 93)
94-95 (B.95be, G.94). 1 See N¢. X 20,
95-97 (B.96-97, (1.95-96), 97-98 (B.98, G.97),
98-99 (B.99, G.98), .
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should bow to Siva (Rudra), Brahman-and Vispu (Upentira) while
going forward three steps by ‘masculine’, “feminjne’ and “neuter’
feet [one after another).

99-100. The right foot is ‘masculine’ and the left foot is
“eminine’ while the right foot not [much] raised is c.lled ‘neuter’.

100-101.  Siva ([$a) should be bowed to with the masculine
foot [put forward first] while in bowing to Bralmair the neuter foot
(should be so put forward]®.

The Fourth Man enters.

101-102. The Walking-round should be [finished] thus, and
then the Fourtlt Man (:aturtha-kara) should duly enter [the stage]
with flowers [in his hands]. '

102-103.  And he should duly offer P5ja to the Jarjara and
to all the musical instruments (kntapa) as well as to the Director.

103-104. 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
(stobhakriya).

Singing of the Avakrsti Dhruva

104-105. After offering the Puja the Fourth Man should
make liis exit. And then should be sung an Avakrstd Dhruva® in
Caturhsra (Tala) and slow tempo (sthita-laya),

105-106. This Dhruva should abound in heavy syllables
and depend on the Sthayi-varpa® and be made up of eight Kalas,
and its Téla should be Avapanika.

99-100 (B.100, G.99).

100-101 (B,101a-102b, G-100). ! B. repeats here 90-91.
101-102 (B 103y G.101).

102-103 (B.104, G.102). * See NS, 111, 11-13.

103-104 (B.105, G.103)-

104-105 (B.106, G.104). * Que of the six kinds of DAruvas. See .
(C)) XXXII, 154-159).

105-106 (B.107, G.105). * Sep N, (C.) XXIX. 21,
12



% THE NATYASASTRA - (V. 108.

-+ 106-107. The Avakrsta 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.?

The Benediction

107-108. Then the Director will recite in a medium
(madhyama) tone the Benediction which should consist of eight
or twelve feet (pada).? -

108-109. /These are the specimens of Benediction) :

namo’stu sarvadevebhyo
dvijatibhyah éubham tatha |
jitam somena vai rajiid .
arogyam bhoga eva ca 1
Tv. Salutation to all the gods. Blessed be the twice born
class, May Soma the king attain victory as well as healthy life
‘and [earthly) enjoyment.!

109-110.  brahmottaram tathaivastu
hatd brahmadvisas tatha|
praéastvimam mahéirajah
prthivim ca sasigarim o
Tr, Let there be an advancement of the cause of the
Brahmins, and let their enemies be killed, and let the great king rule
this carth together with all the seas,
110-111.  rastram pravardhatim caiva
ranga$ cayam samrdhyatam |
preksakartur mahan dharmo
bhavatu brahmabhavitah
T7. 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 ﬁu’ia see
Lévi, pp. 132-133, IL. 25-26. Raghavabhatta quotes from Ag. in his bakun-
talatika (p. 6) the following : wzifr Daragaygaifn fazamia gwwfa or EILLEIE
wifa or sA®ENT a1 and wiwd Aramnmd g 1 gzaq. These passages do not
oceur in the published Abhinavabhirati. .

.108-109 (B.110, G.107). * See Lévi, p. 133
109-110 (B.111, G.108). 110-111 (B.112, G.109).
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the producer of the theatrical show attain virtues proceeding from
the Vedic knowledge.
111-112,  kavyakartur yaga$ castu
dharmad capi pravardhatam |
ijyaya canayd nityam
priyantam devatd iti ¥
Tv. Let the playwright (lit. writer of the k@uya) attain fame
and let his virtue increase, and by this kind of sacrifice (yajiiu),
let the gods be always plcased with him,
112-113. After the recitation of cach of such Benedictory

poems the two Assistants should loudly and distinctly say, “Let
this be so.”

The S’uskﬁvnkrst_,i Dhruva

113-114. The DBenediction should thus be performed duly
according to the rules [mentioned above] Then should be sung
the Suskavakrsta Dhruvi and verses praising the Jurjara,

114-115, This Dhruva should consist of nine long syllables
first and then six shott syllubles followed by three long syllables, e.g.

115-116. digle digle jhande jhande jam

bu ka va li ta ka te te ja.

The Rangadvara

116-118. After properly performing the éuskrwakrs,ti
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. -

118-119.  After reciting the Jarjara Sloka in whatis called

the. Rah,,«dv:na (lit. entry into the performance) he should again
read another Sloka to honour the Jarjara?. :

111-112 (B.118, G 110).
. 112-113 (B.114, G.111a). - 113-114(B115, Ga1i2).
114-115 (B.116, G.113). 115-116 (B,117a, G.114).

116-117 (B 117b-118a, G.115). . 117-118 (B.118b-119a, G 116).
118-119 (B.119b-120a, G.117). " ! Mss. reading is far/arasya vinasana
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The Carl

119-120.  And after the Jarjara has been honoured;t he
should perform a Cari and the two Assistants  should step
backwards. .

120-121. Then the Addita Dhruva® should be performed
with the medium tempo (/aya); Caturasra Tala and four Sannipatas,

121-122. The Dhruva (song) which has the first, the fifth
andithe last'syllables long and the remaining syllables short in alk:
its four feet of twelve syllubles, is called the Addita. |

. 122-123, T shall relate its application according to the
proeedure adopted by Siva (Mahesvar: a), and Uma when performing
it in the past with [the display of] ditferent States (bhd@ra)- and:
movements

123-125. - After assuming the Avahittha Sthana (posture),!
and placing the left hand [first] 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 hand showing the Pallava gesture;
and wlille going he should cover one Tala at euch step and move
his limbs gracefully®.

125-127.  Afterwards he should perform the Siet Cari by
putting forward Lis left foot first 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 Cari Sloka and

(aimamara). But this gives no relevant meaning We emend it to.
Jarjparasys uimananaimn, ,
119-120 (B.120bs121 G.i18). ' Road minaysind (B.G: nawaysini),
7 120-121 (B21b-1223, G.119). * See below 124122, also. N8, (C)
XXXIL 10, 357.

121-122 (B.1220-123a, G.120), 122128, (B:123b-125a, G.121);

128-125 (B.124b, 125b, 126, G-122-123). ' Defined in N&. XIIL 1k
165, * Mss. vead Zuludiytam. But its meaning is not cloar. It is
just possible that he original reading has been changed. We tharefore

emend this to Ze/adkitam. waeaning ‘held in palm’ or ‘held by.haod.'
® B. reads.between 123b. and 124n an.additional homistieh,

13&121 (B,127-196, G,124-125),
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performing the Walkmg-round he should with his face towards the
front withdraw backwards with steps described befove,

o The Mahaeari

127-128. ’'And after placing the Jarjara in the hands of one
of the Assistants lie should perform the Mahacari in accordance
with the rules laid down below.”

"« 128-130. During this Cari the Dhruva song should be of
the Catarasra type and in quick“tempo, and it should have
four Sannipatas and eight Kalas. This Dhruva song should have
feet of eleven syllables of which the first, fourth, seventh, tenth

nd the last are’long and the remaining ones short.

130-131.  (An example of the Citurasra Dhruva) :

pﬁdntnlﬁhntﬂpatita-éailnm
ksobhita-bhiita-samagra-samudrar |
tandava-nrttam idam pralayinte
patu harasya sadd sukhadayin

T'r, Let the ever-pleasing Class Dance of Hara (Siva) after
the destruction of the world, which smashed the bLills 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 drums (hhand«)
and afterwards perform the Sici ()au followed by a change of the
Viksepa.

182-133. Afterwards he should move his feet gracefully.
with a quick tempo, and keeping them three Talas apart, he
shauld® go five steps. There dgain he should perform the Sict
(Vedha) Cari with hlS left foot put forward first and the right one
afterwards. *

134-135.  And with the foot movement [described above] he
should move backwards with his face towards the front, and again
he should go three steps forward in a similar manner, and then he

127-128 (B.129, G.16). 128-130 (B.130-131, G.127-128).
180-131 (B.133, G.139). 131182 (B33, G.180), |
132-133 (B.134-135a, G-131-1928). 134135 (B.185b-138, G.138b+183). .
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should again perform the Siici Cart 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, a Narkutaka Dhruva should be sung. Atthe time of
singing this Dhrava he should perform the Sici (Vedba) Cari by
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 (hha-,
raty vrtt]) the Three Men’s Talk (Irigata) should take pluce.’
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 [there] 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, [howevcr,)
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 (iit. the stage) the subject of the
play should again he mentioned.

142, After putting into practice all these rules, all the three
persons (i.e. the Director and the two Assistants) should perform

136-137 (B.137-138a, G+134-135a).
137-138 (B.138b-139a, G.135b-136a),
138-139 (B.139b-140, (+,136b-137).

140 (B.141, G.omits). 141 (B.142, G.138),
143 (B:143, G.139).
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the Sicl (Vedha) Card, and they should go out together while
performing any Carl other than the Aviddha one.

The Tryasra Preliminarics

" 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
ond is its abridged measure of Tila.

145-146. (In it] the Samya should consist of two Kalas and
the Tala of one Kala, and again the Samyz is to consist of one Kala
and the Sanmpﬁm of two Kalas. With this kind of measurement
of Kala, Tala and tempo, should be performed the Tryasra Preli-
minaries which include the Utthapana and such other items.

147, The Dhruva (song) which has the fourth, the eighth,
the tenth and the last syllables long in all its four feet of twelve
syllables, is called the Utthapana Dhruva of the Tryasra (type)

148. In the Tryasra Preliminaries an expert dancer should
abridge the instrumental music, movements [of persons}, Dhruva
songs and their T3la. :. ,

14). The actions and movements [of a dancer] are to be

made of two types—elaborate and abridged—according as the
instrumental and vocal musics are such.
. 150-151. Itissaid that each movement of hands and feet
should be of two Kalas’ duration, and in any Walking-round in the
Caturasra (Preliminaries) 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

143-144 (B, 44- 145, G.140-111). A
145-145 (B.146-147, G.142-143). 147 (B.148, G.144).
148 (B.149, G.145). 149 (B.150, G.146),
150-151 (B.151-152a, G. 147-148&).

151152 (B,152b-153, G.148b-149).
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to [the different] directions in the Caturasra Prelimimaries ‘one
should go five steps.

153. [But all these matters] should be performed in the
Tryasra Preliminarics according to the measure of Tala 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, thus should be perform-
ed the pure Preliminaries of the Caturasra and the Tryasra types,
which relate to a play depending on the Verbal Style,

The Mixed Preliminaries

155.  So much abont the pure Preliminaries which I was to
describe. I shall now tell you how the producers may turn them
to one of the mixed (¢itra) type.

156-157.  After the Utthapani (Raising) Dhruva has been
decorat:d with flowers given by the Fourth Man (caturthakard)
and resounded with the well measured loud songs of musical ex-
perts, Dundubhis should be played again and again.

158, [And in the mixed Preliminaries thus begun] clusters
of white flowers should be scattered all over [the stage), and the
Angahiras should be performed by [dancers dressed as] goddesses,

159-160. The Class Danco which has been deseribed above
with its [Pinlis], Recukas, Angabdras, Nydsas and Apanyasas
should intervene the scparate -feet of the Benedictory (nandi)
poems (pada).  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 dancers dressed as] goddesses should make
their exit, '

162.  After the exit of all the female dancers the other
parts of the Preliminarics should be performed.

153 (B.154, G.1:0). 154 (B.155, G.151).
155 (B.136, G.152). 156-157 (B.157-158, G.153-154).
158 (B.159, G..155). 159-160 (B.160-161, ‘G.156-157).

161 (B.162a, 1630, G.158), 162 (B.163b-]64a, G.159).
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¢+ - 168, This is the manner in which the puré Preliminaries
shonld be changed into mixed ones. But in the Preliminaries, be
they of any type, there should not be too much dance and song.

"164. 1f [in a performance] songs, music and dance continue
for too long [a time] they tire out the artists as well as the
spectators, - :

-'165. Tired [persons] can neither attain or help to attain a
cléar impression of the Sentiments and the States, and because of
this the rest of the performance (7.c. 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 stagel.

Introduction of the play

167,  After the Preliminaries have been duly performed* in
the manner described, the TIntroducer (sthapaka)? should enter
(the stage] and he should resemble the Director (sitradhara) in
overy respect (lit. in quality and form).

163 (B.1644-165a, G 160). 164 (B 165b-166a, G.161).
165 (B.166b-167a, (+.162). ! B. reads one additional couplet after this;

166 (B 168b-169a, (.163). ! B. reads th.rec additional couplets (B.
189b-172a) after this.

167 (B 1 2b-173a, G.164). ! The reading prajujya in ilis paseage
serms to be defective ; for the nominative to this prajufys cannot be
sthapaka (Introducer). Dlanaijaya (e. 10th century) clearly says
that the suZradhara (the Director) having gone out after the Preli-
minaries (purvaraiiga), another actor enters to introduce the drama
(IIL. 2). The same is the opinion of Saradatanaya (c. 1175-1250). See
the BhP. p.228, lines 56. Viévanitha also expressed a similar opinion.
See the SD. VI. 26. Henee this passage should be construed some-
what like the well-known proverb rafhe ca vamanam drstva punar-
fanma na wvidyate. It seoms tiat Bhidw cut down the Preliminaries
and made an end of the practice of getting the play introduced by the
sthapaka. This assumption will explain why Bana wrote sufradhara-
krtarambhaih ote. (Hargasearita, Introduction, 15).

* Ag. says siiradhara eva sthapakah, cf. nota 1 above,

13
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168. He should assume the Vaisnava Sthana {posture)! and
thie Sausthava? of the body, and on entering the stase he should
observe the foot movements which the Director had used, -

169. At the entrance of the Introducer the Dhruva :should
be made suitable to the oceasion (lit. meaning) and it will be either
Caturasra or Tryasra and be in medium tempo.

170. Then he should petform a Carl in praise of. gods and
Brahmins in accompaniment with the recitation of Slokas contais~
ing sweet wotds 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 (prastarana) which relates to
proclaiming the theme of the play (lit. the poem)®, ,

172-173. Then by wmentioning (lit. having recourse to) a 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 proclaim in different
ways the subject of the play [lit. the poem] by variously alluding
to its Opening (mukha) and Germ (hiju)?.

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 &ccord
lng to the rules.

175. 1f any producer-ofa play will perform the Preiimin.aries.
according to the rules laid down, nothing inauspicious will h’appeh
to him and he will [after his death] reach the heavenly region.

176. [Onthe contrary] whoever pxoduces’ a play in- an‘

willful violation of the rules [in this matter | will sustain great loss
and will [after his death] he reborn as a creature of a lower order.

168 (B.173b-174a, G.165). ! See XI. 50-51. ? Sec XI. 89b, 91a.
169 (B.174b~175a, G.166). 170 (B.175-176a, G.167).

171 (B.176b-177a, G.168). ! B. reads one additional hemistich.
172173 (B.178-179, G;169-170). ! See SD. V1. 27. also DR, 1L 3,
174 (B.180, G.171). 175 (B.181, @.172).

176 (B.182, G.173). :
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177 Fire fanned by a strong wind does not hurn [anything)
so quickly as does the wrongly made production, ”

178. In this manner the Preliminaries of two different exs
tents (pramana) should be performed by the people of Avanti,
Paiicala, Daksinatya and- Odra regions,

179. O Brahmins, these are the rules regarding the Preli-
mingries. Tell me what other rules - relatmg to the Natyaveda
should be discussed now?,

Here ends Chapter V of Bharata’s Natya¢astra
which treats pf the Preliminaries to the production of a play.

177 (B.184, G.175). 178 (B.184, G.175).

179 (B.185, G.176). ! The portion of this chapter after this &loka
Las not been translated. It is not from the hand of author of the NS,



CHAPTER 8IX
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 five of our questions. Explain how the Sentiments
enumerated by experts in dramatic art attain their soecial qualities,
And why are the bhavas (States) so called, and what do they
bhavayanti (make us feel) ? Besides these, what are the real mean-
ings of terms such as, Digest (samyrahe)® Memorial Verse
(karika) and Etymology (nirukta)” ?

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 be said, “O sages, I shall tell you in
detail and in due order about the Digest (sumgraka), the Memorial
Verse (karika) and the Etymology (nirnkta). I am not able by any
means to exhaust all the topics about drama (natya) ; for science
(in@na)® and arts and crafts (4ilpa)® 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 contents embodied?

1.3 (B.G. same - "For a possible chronologieal implieation of
samgraha, karika, nirubte, sutra and bhasya mentioned in this chapter
see Skt. Poatics, Vol. I. pp. 28 ff, 4 (B.G. same),

5~Z (B.G. same). Thimiani-vyikaranading dastrans (Ag).
A sz'lﬁmi—-tz'trapuslﬁdz'-éam&m' (Ag).

8 (B.G. same). ' Ropd sutraguihirtha,
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in a small number of Siitras (short riles) 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] Stras and their Bhagyas
(commentary), these latter constitute according to the learned a
Digest (samgraha),

10. The Digest [of the Natyaveda treats) the Sentiments,
the States, the Histrionic Representation \@bhinay«), the Practice
(dharmi), the Btyles (vytti), the Success (siddhi), the notes (svara),
the instrumental music (@todya), songs and the stage.*

11. Whena rule (lit. meaning) is explained (lit. uttered)
briefly in the manner of a Siitra by means of a minimum (lit. small)
number of words it is called the Memorial Verse (k@rila) which
shows the meaning [of the rule clearly).!

12. The Etymology (nirukte) 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).

138. When the meaning [of a noun] is established from a
consideration of its root [and pratyaya 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 (samgraka), which I mentioned earlier, will now be
discussed in detail with the necessary Memorial Verses (k@rikz) and
Etymologies connected with them,

9 (B.G same).
10 (B.G. same). ' B, adds one more couplet after 10,

11 (B.12, G. same). ' Ono additional characteristic of the Zarska i

that it should be generally composed in motres like drya or 3loks, e.g
the Simbhyakarika. . ’

12 (B.18, G.19). 18 (B.14, G113 14 (B.15, G.14).
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The eight Sentiments

15. The eight Sentiments (rasa)! recognised in drama
are as follows :  Erotic (frag@ra), Comic (k@sya), Pathetic (karugn)
Furious (raudra), Heroic (vira), Terrible (bhayanaka) Odious
(bibhatsa) and Marvellous (@dbhuta).?

16. These eight are the Sentiments named by Brahman;
Tshall now speak of the Dominant, the Transitory and thé
Temperamental States.! ) : '

The Dominant States '

17.  The Dominant States (sthayibhara)® are. known to be
the following ¢ love, mirth, sorrow, anger, energy, terror, disgust
and astonishment. )

18-21. The thirtythree Transitory States (vyabhicgri-
bldva)t are known to be the following : discouragement, weakness,
apprehension, envy, intoxication, weariness, indolence, depression,
anxiety, distraction, recollection, contentment. shame, inconstaney,
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,

15 (B.16, G.15). * rass—A. K. Coomaraswamy is for translating the
.word as ‘Bavour’ (MG p. 17). o ' )
* The later writers on Skt. poetios add one more rasq- (fimis)
ta this number. ST
16 (B.17, G.16). ' Bkiva—A. B. Koith translates this word as
feeling’ or ‘emotion’. Sce Skt. Drama, b 81¢ A K. Coomaraswamy
and others translate it as ‘mood’ (Joc. ¢5.). We are with Haas who translates
it #s ‘State.’ See DR. p. 108. T ‘
17 (B.18, G.17). ! sthayibhiva—Keith translates the term as ‘domis
nsot emotion’ (Skt. Drama) aod Hass as ‘Permanent State’ (DR.) and
~others 86 ‘permauent mood’ (¢.¢. 8. K. De, Skt Poctics, Vol. IL. p. 26).
1891 (B.19-22, G.18-21).  Thesa are also known as saflcirs-bhina,
99 (B.93, 0.99). ' sitlovke Mhava~The word satmka oannot be
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Trembling, Change of Colour, Weepmg and Fainting are the eight
Temperamental States?.
The four kinds of Histrionic Representation

23, The four kinds of Histrionic Representation are Ges-
tures (angika)t, Words (vacika)3, Dresses and Make-up (aharya)®
and the Representation of the Temperament (sattvika).t

The Two Practices

24. The Practice of Representation (dharm?)* in a dramatic
performance s twofold : realistic (lokadharmg, lit. popular) and
goventional (na¢yadharnd, lit. theatrical),

The four Styles

And the Verbal (hharat?), the Grand (s@ttrcat?), the Graceful
(kaisiki) and the Energetic (@rabhat:) are the four Styles (vytti)3,

properly translated into English. Keith does not make any such
attrmpt (sce Skt. Drama) Haas translates the salfrike-bhara as
‘Involuntary States’. But this  seems to be very misleading, for the
NS. takes sa?/va to be connccted with manas. (see VI. 94), and most
of the later writers follow this work in this respect. So “the
autLor of the NXD. (1II. 153) writes wai¢7 #% 8w ageaw fqrafy aifes:
wRsau® f§ 4 wmA 1 @Rzed maim zifage.  The NS, has also a
_definition of satfza which is as follows: Rwms w&q aw (XXIV. 7).
The autlor of the BLP. claborately defines the term sa?¢za and discusses
the psychological process connceted with its use; see (pp. 13-14).
Viévanitha in his SD. (164) defines saf¢za as follows : 8w "% Gmfagrs.
RAIAAN FoAAQ W,

23 (B.24, G.23). ! @’ grki—means Gestures of special kind defined-
in the &astra ; see N§. VIII-XIL

? yastka—means Words  suitable for representation of the different
States (kara) composed by the playwright. Sce NS. X V-XXII

* Seo NS. XXIIL 4 See NS, XXIV.

24 (B.25-26a, G.24-25a). ! dharmi—This word has not been very
correctly used, But the meaning is clear ; for details about dkarmi see
NS, XIII 69-81.

* Haas translates o2/is as Styles of Procedure (DR. p. 67).  The
four Styles arc translated by him as Eloquent (8karati), Grrandiose (satlrati)
Gay (kaiérki) and Horrific (arebhali). We fol]ow Keith’s trm.xslation
(8kt. Drama, p. 326). For details about v7£2s see Ns XXII, If,
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. The four Local Usages
91-26. Avanti, Daksindtyd, Odramagadhi and Paitcala-
madhyama are the four Local Usages (prarstl)t in a dramatic
performance. . ~
g The Sucoess
The Success? in the dramatic performance is of two kinds :
divine ({aérik.) and human (m@nusi).
4 The Notes
97-99. And [musical] notes such as, Sadja, Ryabha ete. are
seven! in number, and they fall into two groups :human (§arira@
lit. from body) and instramental (ptinara lit. from the Vipa).?
The fowr kinds of musical instruments
© The musical instruments are of four kinds? : stringed (tata)
covered  (reanaddha), solid  (ghana), and  hollow (sngira).
Among these, the stringed (fatn) means an instrument with
strings, the covered 1 vinadidha) means a drum, the solid (ghana)
a cymbal and the hollow (susira) o flute,

The five kinds of Dhruvis

20-30, Songs which relate to Dhruvas are of five kinds! :

05-26 (13.26h-27a, G 23h-26n). ' pravi¢ts—Haug translates this word
as ‘Local Characteristics’y (See DR, p 74). The five geographical names
(Avanti, Dikstinitya, Odra, Magadla and Paiicila) probably show that
these were the parts of India where dramatic show was current at tle time
when tradition recorded in this NS, arose, Oumission of the north-castern
part of India, including Bengal and Assam, probably slows that at
that time these places were still in mauny respects outside the pale of
Aryanized India.  Anlthe omission of the north-western India from this
list may be cxplained on the assumption that it being on the way of
the new immigrants w'.o frequently poured into this country the forma-
tion of awv estunished usage was difficult. For details about pravittss
see N5, XIV, 36-56. '

* sduthi (maccessy—Vor details about the Suceess see NS. XXVIIL 1 ff.

27-29 (13.284-30, G.27b 29). ! See N, (C.) XXVIIL 19, 11.

3.8ce N8, (C) XXVIIL 12, -

99-30 (B.31-33a, G.80-81a). ' See NS, (C) XXXIL 934852,
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entering (pravesa), casual (aksepa), going out (niskrama), pleasing
(prasﬁdika) and intermediate (antare). And the playhouse is
of the three types: oblong (vikysla), square (calurasra) and
triangular (tryasra)®. :

81. So much about the Digest on drama giving its con-
tents (lit. meaning by a small number of Sutras (concise rules).
I shall now speak about the contents of the Sutra-work®.

The Sentiments explained

In that connexion T shall first of all explain the Sentiments
(rusa). No meaning proceeds [from speech] without [any kind
of] Sentiment. The Sentiment is produced (rasa-nigpaitih) from
a combination (samyoga)? of Determinants (vibhgra), Consequents
(anubhava) and Transitory States (vyabhicari-bhava). Ts there
any instance (/ystanta) [parallel toit) [Yes), it is said that,as
taste (rasa) results from a combination of various spices, vegetables
and other articles®, and as six tzstes (rasa) are produced by
articles such as, raw sugar or spices or vegetables, so the
Dominant States (sth@yibh@ra), when they come together with
various other States (/hara) attain the quality of the Sentiment
(i.~. become Sentiment)%. Now one enquires, ‘What is the meaning
of the word rasa” ? TItis said in reply to this [that rasa is so
called] because it is capable of being tasted (ast@l/yate). How
is 7asa tasted ? [In reply] it is said that just as well-disposed
persons while cating food cooked with many kinds of spices enjoy
(@svadayanti) its tastes (rasa) and attain pleasure and satisfaction,

* B. adds one couplet after 30,

31 (B.33b-34a, G.31b, ¢). ! The original of the next passage till the
beginning of 33 is in prose.

3 Tho NS. nowhere explains the terms n7spatts and samyoga of this
definition and does not inelude the s/zayidhiava in it (the def.). Hence the
theory of 7ase has come to be interpreted differently in later times by
Lollata, Sankuka, (Bhatta) Niyaka and Abhinavagupta. For a brief
exposition of their views sce Vispupada Bhattacarya—Sahityamimamsa
(Bengali), Caleutta, 1948, pp. 33 .

3 G. adds here one sentenee more (2atki........ .. nispatiih). .

¢ tatraka (G. rsaya ucih),
14
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so the cultured people taste the Dominant States (sthayi-bhgva)
while they see them represented by aa expression of the various
States with Words, Gestures and the Temperament and derive
pleasure and satisfaction. Thus is explained [the Memorial Verse
ending with] tasman natyarasg iti®. For in this connexion there
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 ete.) when they are
represented by an expression of the States with Gestures. Hence
these Dominant States in a drama are called the Sentiments.?

The relation between the Sentiments and the States.

2Now one enquires, “Do the States (bhava) come out of the
Sentiments (rasa) 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 ?

“Ttis apparent that the Sentiments arise from the States
and not the States from the Sentiments. For [on this pomt] there
are [traditional] couplets such as :

34-35. The States areso 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 (wyamjana) is

® See below 33-34.

32-33 (B.35-36, G.32-33). ! For a discussion on Bharata's theory
of rasa see Skt. Pocties, Vol. IL. pp. 25 ff.

Z The original of this passage till the beginning of 34 is in prose,
but its reading scems to be confused. In the light of the five Adrskas that
follow one may be justified in changing the order of some sentenees and
in emending it partially as follows : wary Suifewms wiad) cgrmafufagfafify, «
1 @R warmtafrafoRf) o s oaR v vondRmwafainfatd,

But if it is really an instance of textusl corruption it may be said
to h?ve been eanetified by time, for Bhoja who refuted Bharata’s view on
bkawas giving rise to rasas relied on this text. Cf. V. Raghavan, gr. Pr.
p. 26. 34-35 (B.38-39, ,34-85),
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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 Scntiments. Sources of these [eight]
Scntiments are the four [original] Sentiments e. 9. Erotie, Furious,
Heroic and Odious.?

39, The Comic [Sentiment] arises from the Erotic, the
Pathetic from the Furious, the Marvellous from the Heroie, and
the Terrible from the Odious. .

10-41, A mimicry of tho Erotic [Sentiment] is called the
Comie, and the result of the Furious Sentiment is the Pathetic, and
the result of the Heroic Sentiment is called the Marvellous, and
that which is Odious to sce results in the Terrible.

49.43. The Erotic Sentiment is light green (fyama), the
Comic Sentiment white, the Pathetic (Sentiment) ash-coloured

86 (B.40, G.36). 37 (B.4l, G.37).

83 (B:42,.38). ! B adds onc prose'sentence more after this passage.

* The original of this passage till the beginning of 39 is in prose.

3 Bhoja criticises this view of the author of the N5, in his Sr. Pr.
Sco Ramaswamy Sastri Bh. P. Introduction p. 28; V. Raghavan, Sr. Prs 27

39 (B.44, G.89). 40-41 (B.45-46, G.40-41).

42-43 (B.47-48, G.42-43).
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(kapota), the Furious Sentiment red, the Heroic (Sentiment) light
orange (ganra), the Terrible (Sentiment) black, the Odious (Senti-
ment) blue and the Marvellous (Sentiment) yellow.

The presiding deities of the Sentiments

44-45, Vispu is the god of the Erotic, Pramathas of the
Comic, Rudra of the Furious, Yama of the Pathetic, Siva (Maha-
kala), of the Odious, Yama (Kala) of the Terrible, Indra of the
Heroic, and Braliman of the Marvellous Sentiments.

1Thus have been described the origins, the colours and the
deitics of these (Sentiments). Now we shall explain the Determi-
nants (vibhica), the Consequents (anubl@ra), the Transitory
States (vyablic@rin), their eombination, and their definitions and
examples.

We shall now enumerate the Dominant Statesin  different
Sentiments. :

The Erotic Sentiment

Of these, the Erotic (#7yara)’ Sentiment proceeds . 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
(8rnya@ra). For example, one who is clegantly “dressed is called a
lovely person (8ynyarin). Just as persons are named, after the
custom of their father or mother” or famiiy 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 anthority. Hence the Erotic Sentiment
has been so named on aceount 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
(sambhoga) 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

*44-45 (B.49-50, (hdd-45). "The original of this passage till the
heginning of 46, is in prosc.
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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 her]. It should be representated on the stage by Conse-
quents such as clever movement of eyes, eyebrows, glances,
soft and delicate movement of limbs, and sweet words and similar
other things. Transitory States in it do not include fear, indolence,
cruelty and disgust. [The Erotic Sentiment] in separation should
be represented on the stage by Consequents such as indifference,
langour, feaw jealousy, fatigue, anxiety, yearning, drowsiness,
sleep, dreaming awakening, illness, insanity, epilepsy, inactivity,
(fainting], death and other conditions.

Now it has beeen asked, “If the Erotic 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 ars amatoria (vaisika-
éastra) have mentioned ten conditions [of 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. Hence the Pathetic Sentiment,
and the Erotic Sentiment in separation differ from 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,
connécted 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 Siitra :
47-48. The Erotic Sentiment arises in connexion with

? 8eo NS. (C) XXIV. ¥
46 (B.52, G .46). 47-48 (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 crcated by Determinants
such as showing unseemly dress or ornament, impudence, greediness,
quarrel, defective limb, use of irrelevant words, mentioning of diff-
erent faults, and similar other things. This (the Comic Sentiment)
is to be represented on the stage by Consequents like the throbbing
of the lips, the nose and the cheek, 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 centered in others.
When a person himself 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 :

49, As this makes one laugh by an exhibition of oddly
placed ornaments, uncouth hbehaviour, 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 varicties of which I shall
speak presently,

52, 'l"hey are: Slight Smile (smita), Smile (hasita), Gentle
Laughter (vihasite), Laughter of Redicule (wpahasita), Vulgar

! The original of thts passage ti.il the begiunin is i
g of 49 is in prose.
49 (B.58, G.49). 50 (B.59, G.50).
51 (B.60, G.51). 52 (B.61, G.52).
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Laughter (apahasita) and Excessive Laughter (atihasita). Two by
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 (kasita), to those of the middling type the
Gentle Laughter (vilasila) and the Laughter of Ridicule (npahasita)
to those of the inferior type the Vulgar Laughter (apahasita) and
thé Violent Laughter (atikasita).

There are Slokas on this subjects :

5+ The Slight Smile (smita) of the people of the superior
type should beecharacterised by slightly blown checks und elegent
glances, and in it the tecth should not be visible.

53. Their Smile (hasita) should be distinguished by bloom-
ing eyes, face and checks, and in it the teeth should be slightly
visible.

Of persons of the middle type
56. The Gentle Laughter (vihasita) should have slight
sound, and sweetness, and should be 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 (pahosita) 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 (apahasita).

59, The Excessive Laughter (a/ihasita) is that in which
the eyes are expanded and tearful sound is loud and excessive, and
the sides are covered by hands.

60. Comic situations which may arise in the coursé of a

53 (B.62, G-53). 54 (B.65, G.54). 55 (B 66, G-55).
56 (B.68, G.56). 57 (B.69, G.57). 58 (B.71, G-.58),
59 (B.72, G.59), 60 (B.73,G.60).
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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 Pathetie Sentiment

INow the Pathetic (karuna) 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 place], [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, langour, 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 ond bewailing, exerting
the body or striking it.

The Furious Sentiment.

*Now the Furious (raudra) Sentiment has as its basis the
Dominant State of anger. Tt owes its origin to Raksasas, Danavas
and haughty men, and is caused by fights. This is created by

61 (B.74,G.61). ' The original of this passage till the beginning of
62 i8 in pros~. 62 (B.76, G,62).

63°(B.77, G:63). ' The original of this passage till the beginning of
64 is in prose.
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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 checks, 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 'Rz‘zkgasas 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, 2for theyhave 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, movement 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 Aryis :

64. The Furious Sentiment is created by striking, cutting,
matilation and piercing 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. Suchis the Furious Sentiment viewed [by experts];
it is full of conflict of arms, and in it words, movements and
deeds are terrible and fearful.

? @, considers this passage till the end of this sentence as an Grya
(G64). 3 Cf. Bhattikavys, VIIL. 98,

64 (B.79, G.65). 65 (B.80, G.66). 66 (B.81, G.67),
15
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The Heroic Sentiment

1Now the Heroic (vire) Sentiment, relates to the superior
type of persons and has energy as its basis. Thisis created by
Determinants such as presence of mind, perseverance, diplomacy,
discipline, military strength, agressiveness, reputation of might,
influence and the like, Itis 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 (vega), ferocity, indignation, remembrance,
horripilation and the like.

There are two Aryas [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|.

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 Dominant 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 dear 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 voice,
change of colour, fear, stupefaction, dejection, agitation, restlessness,
inactivity, fear, epilepsy and death and the like.

On these points there are two traditional Aryas:

69.  The Terrible Sentiment is created by hideous noise,

} The original of this passage till the beginning of 67 is in prose.
67 (B.83, (.68),
+68 (B84, G169). ' The original of this passage till the beginning
of 69 is in prose, 69 (R.86, 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 droopiag 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 hewt, dryness of the lips, the mouth,
the palate and the throat.

The Odious Sentiment

1Now the Odious (bibhatsa) Sentiment has as its basis the
Dominant State of disgust. It is created by Determinants like
hearing of unpleasant, offensive, impure and harmful things or
seeing 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, vowitting, 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 isto be represented on the stage by narrowing
down the mouth and the eyes, covering the nose, bending down
the head and walking imperceptibly.

70 (B.87, G.71). 71 (B.88, G.72).

72 (B.89, 3.78). ! The original of this passage till the beginning
of 73, is in prose.

73 (B.92, G.74). 74 (B.93, G.75).
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T%e Marvellows Seatrzicat

1The Marvellous (adbhute) Sentiment has as its basis the
Dominant State of astonishment. It is created by Determinants
such as sight of heavenly beings or cvents, 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 dhoti or
sarl, and movement of fingers and the like Transitory Statesin
it are weeping, paralysis, perspiration, choking voice, horripilation,
agitation, hurry, inactivity, death and the like.

On this point there are two traditional Aryas ;

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, and uttering of ha,
ha, 13, sounds, speaking words of approbation, tremor, choking
voice, perspiration and the like.

The three kinds of the Erotie, the Comic aud 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 78, is in proge.

*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 making gifts from doing one’s duty (harma) and

from fighting (one’s enemy]
The three 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.

Here ends Chapter VI of Bharata’s Natyasastra
which treats of the Sentiments.

_ 80 (B.I00, G-81). 81 (B.101, G.82).
82 (B.102, G.83). ! B. adds here a spurious passage on éanfa rasa.



CHAPTER SEVEN
THE EMOTIONAL AND OTHER STATES

Bhiavas (States) explained

0. Now I shall:speak of the bharas (States). An enquiry in
this connexion is, “Why are the bharas (States) so called ? Is it
because they bharayanti (pervade) and are hence called bhgras
(States)?” It is said in reply that bhavas (States) are so called
because through Words, Gestures and the Representation of the
Temperament, they bhavayanti (infuse) the meaning of the play
[into the spectators). ' Bhawa is ‘cause’ or ‘instrument’, for
words such as, bhdvite, c@site and lkrte are synonymous. An
expression like, ‘O, all these things are bharite (pervaded) by one
another’s smell or moistened by one another’s juice, is established
even amongst the common people. Hence the root hlaraya means
‘to pervade’.  Ont his point there are the following Slokas :

1. When the meanings presented by Determinants and
Consequents are made to pervade (yamayic) [the heart of the
spectators] they are called bhavas (States). }

2. Asin 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 bhavas (States).

3. As they cause the Sentiments relating to variolis kinds
of Histrionic Representation to pervade [the mind of the

spectators], they are called Oh@vas (States) by those who
produce a drama.

Vibhavas (Determinants) explained

“Now, why is the word vibhava used ?” [Answer] : “The
word vibhave is used for the sake of clear knowledge. It is

0 (B.G. same).

1(B1-2,G.1). ' We read bhava it: karana(m) sidhanam yathi cto.
2 (B3, G.2). 3 (B4-5, G.3),
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synonymous with karana, nimitta and hetu. As Words, Gestures
and the Representation of the Temperament are vibhgvayte (deter-
mined) by this, it is called »ibhave (Determinant). Vibhavita
(also) means the same thing as vijnata (clearly known).

On this point there is a Sloka :

4, As many things arve vibhavyate (determined) by this
throngh  Words, Gestures and the Representation of the
Temperament it is named vibhara (Diterminant).

Anubhavas (Consequents) explained

“Now, why is the word anuhhgra used 2 (Answer) “Because
the Histrionic Representation by means of Words, Gestures and the
Temperament ave anubharyate (made to be felt) by this, it is
called annbhaea (Consequent). '

On this point there is a Sloka :

5. Asin it the spectators are anubhavyate [made to feel]
things by means of Words and Gestures it is called anubhara and
it relates to words as well as to [gestures and movéments of] major
and minor limbs.

Now we have explained that the States (hk@ra) are related to
Determinants (vibhara) and Consequents («nubhgea). Thus are the
States (hhara) ereated.  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
accordance 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-
ber. The Transitory States (ryabhicarinah) are thirtythree and

4 (B.6, G.4). 5 (B.7-8, G.5), ' Weread with B. -
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
ropresented by Determinants (vibhava) and Consequents (anubhava)
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 *Dominant States become masters because
on them Determinants (vibhava), and Consequents (anubhgva) and
Transitory States (vyabhicarin) depend. Similarly some of the
other States (e.g. Determinants and Consequents) have the quali-
ties of [king's] local officers, and [hence] Transitory States
(vyabhicarin) become attendants to these (Determinants and
Cons equents) because of their [superior] quality. Now it may be
asked, “Is there any parallel instance 2’ [Answer.] “Just as only a
king surrounded by numerous attendants receives this epithet [of
king] and not any other man, be he ever so great, so the Dominant
States (sthayi-bhara) only foliowed by Determinants, Consequents
and Transitory States receive the name of Sentiment. [On this
point] there is a traditional §loka :

7 (B.10-11, G.7). ! favramwia-gfuwifen; enfywnmmftar - wonnsaam
arfty: wifaf W, q ederedn W' e qeanaman g
wfraifyd am '
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8. Just as a king is superior to other men, and the
preceptor (guru) is superior to his disciples, so the Dominant
States (sthayi-bhava) are superior to the other States (Determi-
nants, Consequents and Transitory States).

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
of] the Dominant States (sthayi-bhava).

Love

Love (rati) which has pleasure as its basis is caused by
Determinants like seasons, garlands, unguent, ornaments, dear
ones. enjoyment of a superior residential house and absence of
opposition [from any onc]. Itis to be represented on the stage
hy Consequents such as a smiing 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 agreeableness. It is to be represented on the stage
by sweet words accompanied by [suitable] gestures and movements
of limbs.

Laughter

Now Laughter (h@sya) is caused by Determinants such as.
mimiery of others’ actions®, incolicrent talk, obtrusiveness, foolish-
ness and the like. Tt is to be represented on the stage by means
of Smile and the like. '

-On this point there is a traditional Sloka :

10. Laughter avises from a mimicry of other people’s
actions. Tt is to be represented on the stage by the learned with
Bmile, Laughter and Excessive Laughter.

8 (B.12-14, G.8).
9 (B.14-15, G.9). ! B. adds kukaka after paracesti.
10 (B.16-17, G.10), '

16
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Sorrow

Sorrow (§ka) is caused by Determinants such as death of the
beloved one, loss of wealth, cxperience of sorrow due to any one's
murder or captivity, and the like. Itisto be rgpresented 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 checks are blooming in joy, the
body is horripilating, there are words? of remembrance and tears
are not concealed is called weeping of joy.

12, Weeping in which there is a loud sound, copious
shedding of tears, uneasiness of the body, want of 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 throhbing 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 wecping.

Anger

Anger (Frodha) is eansed by Determinants such as insolence,
abusive language, quarrcl, altercation, opposing [persons or
objects] and the like. Tt is to he represented on the stage by
Consequents such as swollen nose, upturned eyes, bitten lips,
throbbing cheeks and the like.

11 (B.19, G.11). ' B. reads one additional couplet (B.18, before this,
* Read sanusmaranim vaganibhrtasram.

12(B20,6.12).  13(B2l, G.13), 14 (Bg2-23, G.14).
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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 resistance by the encmy
with knitting of eyebrows, fierce look, bitten lips, hands clasping
each other, and touching one’s own head 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 [of the body], 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 (utsiha) 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 :

15 (B.24, G.omits). 16 (B.26, G.15). 17 (B.27, G.16).
18 (B.28, G.17). 19 (B.29, G.18).

20 (B.30-31, G-19). ! ubkayarasa (dvirasa, G.).

? Omit dhairya after sthairya.

21 (B.32-33, G.20). ! Omit Suapada before dunya.

? Omit Aantira before durdina.
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21, Energy which has eflort 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 (blaya) relates to women and persons of the inferior ty pe.,
It is caused by Determinants such as acts offending one’s superiors
and the king?, roaming in a forest, secing an elephant and a snake,
staying it. an empty house, rebuke [from one’s superiors], 2a dark
rainy night, hearing the hooting of owls and the cry 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 the lips, perspi-
ration, tremor, apprehension [of danger], secking for safety, ran-
ning away, loud crying and the like.

On this point there are Slokas :

22, Fear arises from an embarassment due to offending one’s
superiors and the king, secing terrible objects and hearing awful
things,

23. Thisisto 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
P ge by .
limbs and suspended movement of the cyes.

Thee is also an Arya on this point :

25. "This (fear) should he represented on the stage with
tremor of hands and feet, and palpitation of the heart, paralysis,

licking the lips. drying up of the mouth, loosened limbs and sinking
(visanna) body. ' '

22 (B.34, @.21). 23 (B.35, G.22),
24 (B.36, G..23).
26 (13.37-38, Gt.24),



-VII 87 ] THE EMOTIONAL AND OTHER STATES 125
Disgust

Disgust (jugupsa) relates to women and persons of the inferior
type. It is caused by Determinants such as hearing ard seeing®
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, confracting all the limbs, [general] uneasiness and

heartache.

¢ Astonishment

Astonishment (rismaya) is created by Determinants sy ch as
illusion, magic, extraordinary feats of men, great excellence in
painting, art-works in parchment? and the like, It is to be re-
presented on the stage by Consequents such s 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 Sloka :

27. Astonishment arising from joy due to extraordinary
acts 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 shull now explain the Transitory States (vyabhicari-bhava),
Tt is questioned, “Why are these called vyabhicgrinah?” [In answer]
it is said that v and ahhi are prefixes, and the root is ¢are meaning
‘to go', ‘to move”. Hence the word tyabhicarinah 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 do they
carry [the Sentiments] ?” In answer it is said, “Itisa popular

' Omit garskirtana aftor éravana.
28 (B.40-41, G.25), 1 Omit m'a.'yd after §ripa.
27 (B.42-43, G.26). ' Ounit rasasanyial, (B) after sthaysno bhavih,
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convention tosay like this, just as people say, The sun carries
this naksatra (star) or that day. It does not however mean that
these arc carried on arms or shoulders. The Transitory States
should be considered like this. These Transitory States (vyabhi-
c@ribhgra) as mentioned in the Digest (samgraha) are thirtythree
in number, We shall describe them now.

Discouragement

Discouragement  (nireedu) 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. Tt is to he
represented on the stage by Determinants such as wecping,
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
deliberatioh and deep breathing.

‘On this point there two traditional Aryas :

29. Discouragement arises from loss of dear ones, poverty,
disease, envy from seeing the prosperity of others.

30. A discouraged man has the eyes . bathed in tears, face
and eyes miserable due to heavy breathing and he is like a yogi
absorbed in meditation.

Weakness

. Weakness (4lani) proceeds from Determinants such as vomit-
ting, purgation, sickness, penance, austerities, fasting, mental worry,
too much drinking, sexual indulgence, too much exereise, 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.

7 Omit vyadhkyavamana after daridya.
28 (B.4, G.27). 29 (B.45, G.28), 30 (B.47-48, G.29).
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On this point there are two Aryas:

31. Weakness gtows 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 (fank@) has doubt as its basis and it relates to
to women and persons of the inferior type. Tt is caused by Deter-
minants such a3 theft, giving offence to the king and the like. It is
to be represented on the stage by Consequents such as constantly
looking on, hesitating movement (v raknpthant), dryness of the
mouto, licking the lips, change of facial colour, tremor, dry lips,
Joss 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 [a 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
of] clever tricks and gestures.

There are two Aryas in this connexion :

81, Apprehension is of two kinds: viz that arising from
one’s ownself and that arising from another person. That arising
from ‘qne’s own self is to be known from one'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

Envy (asuyg) is caused by Determinants such as various
offences, hatred, other people’s' wealth, good luck, intelligence,

31(B49,G.30). 2 (B.50SL, G3l). 33 (B52-53, G 32).
84 (B.54, G,33). 35 (B.55-56, G.34),
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sports, learning and the like. It is to bé x'fzpresented 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 disparagement and abusing others in the
assembly [of men].

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. o

37. Tt 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 (madu) is caused by drinking of liquor and
smilar other things. It is of three kinds and has five Determinants,
There are the following Aryis on this point :

38. Totoxication is of three kinds, viz. light, medium and
excessive, It has five causes which should be represented on the
stage,

39.  While intoxicated some sing, some laugh and some
use hot words while other sleep.

40. Among these, persons of the superior type sleep,
those of the middling type langh and sing, and those of the inferior
type cry or use hot words.

41.  Light intoxieation is characterised by smiling face,
pleasant fecling, joyful hody, slightly faltering words, delicately
unsteady gait and relates to persons of the superior type.

42 Medium intoxication iy characterised by drunken and
rolling eyes, drooping arms or arms restlessly thrown about and
irregularly unsteady gait, and relates to persons of the middling
type.

36 (B.57, 0.35\, 37 (B.58-59, G.36). 38 (B.GO, G’.37).
39 (B.61, G.38". 40 (B.62, ¢.39). 41 (B.63, G.40).
42 (B.64, G.41), .
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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 [acts] 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.

46. On-“account of these special conditions, intoxication
disappears quickly just as grief passes away on hearing the
happy news of [sudden] prosperity.

Weariness

Weariness (frama) is caused by Determinants such as
travelling a long way, exercising of the limbs and the like. * It is
to be represented on the stage by jConsequents 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 Arya 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] breathing, tired gait and the like.

Indolence

Indolence (@lasya) 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 such as aversion to
any kind of work, lying down, sitting, drowsiness, slecp and the
like.  On this point there is an Arya :

43 (B.65, G.42). * 44 (B.66, G.43). 45 (B.61, G.44). .
46 (B.68-69, G.45). ' We follow the reading of the ms e in B.
47 (B.70-71, G.48). * adhvagals for ni#tadoa’(B).

17
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48. Indolence arising from lassitude as wel as nature
should be represented on the stage by discontinuance of all activity
except taking food.

Dipression

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 nnxie't.y, eager expec-
tation and misery, Different modes of representing it on the
stage includes giving up of cleansing [the body] in any way.

Anxicty

Anxiety (cint@) 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. Tt 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]

48 (B.92-73, G.47). 49 (B.74-75, G.48),
50 (B.76, G.42). 51 '(B.77-78, G.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 Arya 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.

Recolleetion

Recollection (smrti) is remembering every eondition 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 practice and the like. 1t 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 Sloka and 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 Dardanas is to be represented on the stage
by raising or nodding of the head and raising the eyebrows.

Contentment

Contentment (dhyti) is caused by [Determinants such as]-
heroism, spiritual knowledge, learning, wealth, purity, good conduet,
devotion to one’s superiors, getting excessive amount of money,
enjoying sports, and the like. It is to be represented on the stage
by Consequents such as enjoyment of objects gained, and not

62 (B.79,-6.51). 53 (B.80-81, G.52).
B84 (B.82, G.53).
65 (B.83-84, G.54). * Omit manoratha (B.G.) after adkska,
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grumbling over objects unattained, past, partially enjoyed, lost and
the like.

On this point there are two Aryas :

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 sorty over their
non-attainment one is said to have Contentment.

Shame

Shame (v7ida) 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, nonfulfilment of vows and the like. 1t 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 imptoper,

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.

Inconstaney

Inconstancy (capalaia) 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 Aryds on this point.

56 (B.85, G.55). 57 (B.86-87, G.56).
58 (B.88, G.57), 59 (B 89-90, G.58),
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60. 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 (haisa) 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 [good] 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.

There 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. Itis 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 (Gvega) is cansed by Determinants such as por
tents, wind or rains, [outbreak] of fire, running about of elephants,
hearing very good or very bad news, stroke of adversity and the
like. In this connexion portents include [a stroke of] lightning and
[falling] of meteors or shooting stars, eclipse of thesun and the moon,
and appearance of comets. It is to be represented on the stage by
looseness of all the limbs, sadness, distraction of the mind, loss of
facial colour, surprise and the like. [Agitation] due to violent winds
i8 to be represented by veiling [the face], rubbing the eyes,
collecting [the ends] of clothes [worn], hurried going and the like,
[Agitation] due to [heavy] rains is to be represented by lumping

60 (B.91-92, G.59). ! Omit pulakita after kanjaksta (B.Q).
61 (B.98, G.80).
63 (B.o4-94, Gr61).
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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 ahout 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 [even] on a rough
surface, running away, bewailing, weeping and the like. And that
due to popular rising (prakyti-vgasana) 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 bagis,
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 flight.

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 an unpleasant report bas as its Conge-
quents assuming a sad look, and that due to a sudden appearance
of enemy is to be represented by clash of weapons.

Stupor

Stupor (jadata) 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 is 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.

! samprakarana (Pradhirana B. G.),
63 (B.96, G.62). 84 (B.98, G63). 65 (B.99-100, G'.64).
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“There is an Arya on this point :

66. A manis called stupid when due to scnselessness he
cannot distinguish between good and bad as well as happiness and
misery, and remains silent and dependent on others,

Arroganee

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 isto 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 (visada) 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 thie 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 tiine of committing theft, and giving offence to the
king and the like.

66 (B.101-102, G.65). ! Omit aswya before azvasia.
67 (B.103-104, G.66), 68 (B.105, G.67),
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69. Incase 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, '

Impaticnee

Impatience (1utsukya) 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,

Slecping

Bleeping (nidra) 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, rolling 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 Aryas 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. Tt is to be represented on the stage by Consequents
such as heaviness of the face, closing the eyes, or their rolling,
stupor, yawning, massaging of the body and the like.

69 (B.106-107, G.68).

70 (B.108-109. G.69). * Farira-lolang (avalokanaB),
7} (B.110, G.70).

72 (B,111-112, G.7D,
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Ebpilepsy

Epilepsy (apasmara) is caused by Determinants such as
being possessed by a god, a Naga, a Yaksga, a Raksasa, a Piéaca
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, Ttis 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 ¢he tongue, and the like.

On this point there are two Avyas :

73. Epilepsy occurs in a person when he is possessed by
Bhiitas and Pigacas, when he remembers these bLeings, [eats]
Ucchista!, stays in a deserted house, disregards for proper time
[for taking food ete.], and is impure {in body].

74, Talling down suddenly on the ground, trembling,
foaming in the mouth, and rising up while senseless, are condi-
tions during Epilepsy.

Dreaming

Dreaming (supta) is caused by Determinants such as inter-
ruption of sleep, enjoying objects of senses, infatuation [of any
kind], spreading the bed on the ground, dragging the bed over the
ground and the like, The dreaming which occurs 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 :

756. Dreaming occurs due to interruption of slecp, enjoying
objects of scnses and infatuation [of any kind]. It is to be

! They are three in number please viz. wind (2ay%), bile ($1¢¢a) and
Phlegm (kapha).

73 (B.113, G.72).! That which is left over in onc’s plate after he
has finished his meal.

74 (B.114-115, G.73).
18

. 75:(B.116, G.omit),
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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 (vibodha) 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. Tt is to he represented on
the stage by yawning, rubbing the face and the eyes, and the like.

Indignation

Indignation (wmairsa) is caused to persons abused or insulted
by those having superior learning, wealth or power. Itis to be
represented on the stage by Consequents such as shaking the head,
perspiration, thinking and reflecting with a downeast face; determi-.
nation, looking for ways and means and allies, and the like.

There are two Slokas on this point :

78. Indignation grows in cnergetic men who have been
abused or insulted in an assembly by those having superior learn-
ing and wealth,

79. Ttis to be represented on the stage by energy, deter-
mination, reflection with a downcast face, shaking the head, pers
piration and the like,

Dissimulation

Dissimulation.(avahittha) is the concealment of appearance.
It is caused by Determinants such as shame, fear, defeat, respect,

»

76 (B.117-118, G.74). 77 B.119-120, G.75).
78 (B.121, G76). .79 (B.122-123, G.77),
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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 (;l/{])‘(ltﬁ) is caused by Determinants such as arrest of
robbers, offence o kings, offending words and the like. It is to be
represented on the stage by Consequents like klllmg, imprisoning,
beating, rebuking and the like,

There is an Arya on this point :

81.  Cruelty occurs when a robber is arvested or the king
is given affence. It is to be represented on the stage hy Conse-

quents such as killing, imprizoning, beating, rebuking and the like.
Assuranee

Assurance (mati) is caused by Determinants such as
thinking- about the meaning of many Sastras and considering
the pros and cons of things. It is to be represented on -the.
stage by Consequents such as instructing pupils, ascertainment
of [any] meaning, removal of doubt and the like.

There is a Sloka on this point :

82. Assurance comes to men when they arc 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
meaning [of Sastras].

Sickness

Sickness (vya@dhi) owes it orvigin to [4a attack of .three
huuours such as] wind ¢rala), biles (piffa) and phlegm (kaphq).

80 (B.134-]25,.G.78), 81 (B.126-127, G.79),
82 (B.128-129, G-80). '
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Fever and similar .(_)ther illnesses are special varieties of it. Fever
is of two kinds, viz. that with a feeling of cold (5ita) and thatwith 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, narrowing
down the nasal passige, dryness of the mouth, horripilation,
lamentation and the like. And that.with a feeling of heat,
is to be represented by t]no\nng oat clothes, the hands and the
feet, desire [to roll on] the ground, [use of] unguent, degire for
coolness, lamentation, crying and the like. The other types of
sicknesses are to be represented on the stage hy Consequents
sych as narrowing down the mouth dullness of the body, [deep]
breathing, making [peculiar] sounds, crying, tremor and the like,

There is a Sloka on this point :

83. Sickness in general should be represented on the
stage by looseness of the limbs, throwing out the limbs and
narrowing down the mouth due to illness.

Tnsanity

Insanity (unmadi) is caused by Determinants such as
death of beloved persons, loss of wealth, accidental hurt, derange-
ment of [the three humours] : wind (c@ta), biles (pitta), phelgm
(8legmany), and the like. It is to be represented on the stage by
laughingy weeping, crying, talking, lying down, sitting, running,
dancing, singing, and reciting [something] without any reason,
smearing [the body] with ashes and dust, taking grass, Nirmalya?,
soiled cloth, rags, potsherd, earthen tray as decoration [of the
body], many other senscless acts, and imitation of others.

There are two Aryas on this point :

84, Insanity occurs owing to death of beloved persons,
toss af wealth, accidental hurt, wind (vata), biles (pitta), phlegm
(kapha) derangement of the mind in various ways,

. 4

—

. »~ 83(B130-131, G-8l. ! Remains of a flower-offering to a deity,
whichr issupposed to purify a person who takes it with teverence.

84 (B.132, G.82).
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85. Insanity ie to be represented by laughing, wecping,
sitting, running and crying without any reason and [other] sense-
less acts.

: Deathl

“ Death (marana) comes through sickness as well as acci-
dental injury. Of these two kinds of death, that Fromsickness
is caused by Determinants such as a malady of the intestine and
the liver, colic pain, disturbance of humours, tumours, boils, fever,
cholera, and the like. And that due to accidental injury is
caused by weapons, snake-bite, taking poison, [attack of] fero-
cious animals, fnjury due to falling down from eclephant, horse,
charriot and other vehicles. I shall now speak of the different
methods  of their representation on the stage. Death from
gickness is to be represented on the stage by Consequents such
as looseness of the body, motionlessness of the limbs, closed eyes,
hiccough, deep breathing, looking for family members, speaking
indistinet words and the like.

There i8 a Sloka on this point :

80. Death due to sickness is to be represented on the
stage by one mark viz loose hody and inactive sense organs.

But death due to accidental injury is to be represented
on the stage in different w:ly‘s: e.q. [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 gradual) “development of its symptoms
which are eight in number, viz. thinness (of the body), tremor,
burning sensation, hiceough, foam from the mouth breaking of the
neck, paralysis and death.

85 (B.133-134, G.83). ! Earlicr -writers on the Hindu drama
wrongly believed that NS, excluded seehes of death from the stage. (See
Keith, Skt. Drama, pp. 222 ; also M. Ghosh. “A so-called conveption of
the Hindu Dmmn , IHQ, IX. 1933, pp. 981 ff.). Windish thoug{t that.
Stdraka in his (Act VIII) violated a rule in showing the murder of
Vasantasena by Sakira (Der gncchlschc Einfluss in indische Drama,
Berlin, 1882. p. 43).

86 (B.135-186, G.84).
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There are two traditional Slokus 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 fifth foaming
in the mouth, the sixth breaking of the neck, the seyenth
paralysis and and the eighth death.

There are besides two Aryas on this point :

89. Death due to [an attack of] ferocious animals, elephant,
Lorse, 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 (f»@sa) is caused by Determinants such as Hash
of lightning a meteor, thunder, earthquake, clouds, crying or
howling of big animals and the like, It is to be represented
on the stage by Consequents such 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 (ritarka) is caused by Determinants such as
doubt, cogiation, perplexity and the like. Itis 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 which
has doubt as its basisis to be represented on the stage by
movement of the head, the eyebrows and the eyelashes.

£9-88 (B.137-138, G.85-86). 89 (B.199, G.87).
. 90 (B.140-141, G.88). 91 (B.142-143, G.89). 92 (B.144-145, G.90).
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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
oceasion. "

93, These thirtythree are known as the Transitory States,
T shall now explain in detail the Temperamental States,

The Temperamental States
Now it may be questioned,

“Are these States (bhare) called Temperamental beeaunse
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. Tts nature
[which includes] paralysis, perspiration, horripilation, tears,
loss of colour and the like, cannot be mimicked by an
absent-minded man. Hence the Temperamentis desired in a
play for the purpose of imitating buman natare. If the question
is, ‘Is there any reason in support of this view ?’ then it may
e said that in theatrical practice, situations of happiness as well
i misery should so purely accord with the Temperament behind
Tiem that they may appear to be realistic (yathasvarpa). How
aan sorrow which has weeping as its basis be represented on the
stage by any one who is not sorry ? And how can happiness
which has joy as its basis be represented on the tage by
any one who is not happy ? Hence the Temperament (sattca)
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.

94. The ecight Temperamental States are as follows :
Paralysis, Perspiration, Horripilation, Change of Voice, Trembling, .
Change of CoJour, Weeping and Fainting.

93 (B.146-147, G.90).
94 (B.148, G.92), ! above VI 22 note 1,
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Among these,
Perspiration

95. Perspiration ( sveda’) oceurs as the result of anger,
fear, joy, shame, sorrow, toil, sickness, heat, exercise, fatigue,
summer and massage.

Paralysis and Trembling

96.  Paralysis ( stambha ) occurs as heing due to joy, fear,
sickness, surprise, =adnessy intoxieation and anger, and Trembling
(Fampa=repathy due to cold, fear, joy, anger, touch “[of tho
beloved] and old age.

Weeping

97. Weeping (asra) oceurs as heing due to joy, indignation,
smoke, collyrinm, yawning, fear, sorrow, looking with a steadfast
gaze, cold and sickness.

Change of Colour and Horripilation

98. Change of Colour (raivarnya) occurs as heing due
to cold, anger, fear, toil, sickness, fatigue and heat, and Hor-
ripilation  (romanra) due to touch, fear, cold joy, anger and
sickness.

Change of Voiee and Fainting s,

99. Change of Voice (svara-s@du) occurs as heing due to
fear, joy, anger, fever, sickness and intoxication, and Fainting
(praluya) due to too much toil, swoon, intoxication. sleep, injury,
astonishment and the like.

Representation of the Temperamental States

100. These are to be known by the wise as the cight
Temperamental States, I shall speak alterwards ahout actions

which will represent these States. .«
95 (B.149, G.93). 96 (150, G-.94).
# (B.151, B95). 98 (B.152, G-96).

- 99 (B.153, G.o7). 100 (B.159, G.98).
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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.

108, 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 veice, and Trembling by quivering, throbbing and
shivering.

105. Ch;nge 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 eyes 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 (bhava) 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,

101 (B.155, G-100). 102 (B.156, G-.99).

103 (B.157, G.102). . 104 (B.158, G.101).

105 (B.159, G.103-104a) 106 (cf. B.160-161, G.105).
107 (B.162, G.106). 108 (B.169, G.107).

109 (B.171, G.108). " 110 (B.172, G.109).

PN
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111, Arrogance, envy, energy, agitation, intoxication, anger,
inconstancy and cruelty are the States applicable to the Furious
Sentiwment,

112-113.  Presence of mind, energy, agitation, joy, assurance,
cruelty, indignation, intoxication, horripilation, change of voice,
anger, envy, contentment, arrogance aud deliberation are the States
applicable to the Heroic Sentiment.

114. Perspiration. trembling, horripilation, choking voice,
fear, death, change of colour are the States applicable to the
Terrible Sentiment.

115.  Epilepsy, insanity, despair, intoxication, death, sickness
and fear arc 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 onc Sentiment
only. If in an assemblage of the many® States, Sentiments,Styles
(v7ttd) and Local Usages (pravytti) [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 [of the
play] and is combined with Determinants, Consequents and Tran-
sitory States is the Dominant Sentiment.

111 (B.173, G.113). 112-118 (B.174-175, G.110-111).
114 (B.176, G.114). 115 (B.177, G.115). 116 (B.178, G.115).
117 (B.179, G.116). ' ye toete (canye. B).
* nanibhinayasamiritah B,
118-119 (B.180-181, G.117-118). ! dakunim (sarvesim G.)s sama-
velanam.

. % After this B. reads one additional couplet,

120 (B.188, 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 [and as such should not excel? it).

122. [An equally full representation of] a variety [of Senti-
ments] does not please [the spectators], and such a variety 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. TIu [the production of] a play the Dominant, the Tem-
peramental and the Transitory States which are 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].

Here ends Chapter VII of Bharata’s Natyasastra
which treats of the Representation of the States.

121 (B.184, G.120). ' A disregard of this prineiple is liable to
cause undue prominence to a minor character in a play and thereby to
frustrate the principal object of the playwright.

2 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
of 118a (B.186a) and 1186 (B.187a).

122 (B.184 foot-note, 9, G.121).

123 (B.189b-190a, G.122). ' pumsanukirnal (puspavakirnah B.G.),

3 An analysis of the plays of the best kind, known to us scems to
explain this rule. For in almost all of them superior roles are assigned
to men who ean better be made the vehiele of different and complex
psychological states.

124 (B.190be, G.123).



CHAPTER EIGHT-
THE GESTURES OF MINOR LIMBS
Tne 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 cxperts
say about the different kinds of Histrionic Representation, their
meanings and different subdivisions.

3. O the blessed one, you are also to teil us accurately
what kinds of Histrionic Representation are to be applied to which
[places or occasions] by persons aiming at the Success.

Bharata answers,

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 properly explained to you.

1We shall speak of [the fact that] the ablhinaye (Histrionic
Representation) is of four kinds. The question is, “Why is it called
the abhinaya " It is said in reply to this that the abhinaye is
derived from the prefix abki, and the verbal root #z 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 ui preceded by abhi means ‘carrying the per-
formances (prayoya) of a play [to the point of direct] ascertainment

1-2 (BG. same). * See N&. VIIL % Seo N&, VI,
3 (B.G. same). 4 (B.G. same).

5(B.56, G.5). * This portion till the beginning of 6 is origins
ally in proses 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 abkinaya

7. Abhinaya is so called because in the performonce [of a
play] it together with the Sakha®, the Anga? and the Upanga?
“explains the meaning of different [things].

The four kinds of adkinaya

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
to be fourfold : Gestures! (@ngika), Words (tacika) Dresses and
Make-up (aharya) and the Temperament (satévika).

The Gesture : its three varieties

10. Of these, the Temperament has been described before,
along with the States ; now listen first of all about the Gestures
(Gnyika).

11. The Gesture is of three kinds, viz. that of the limbs
(sarira), that of tho face (mukhaja) and that related to [different),
movements of the entire body (cest@irta) including the Séklu‘x, the
Aiga and the Upanga.

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 six major limbs (enga) are head, hands, breast,
sides, waist and feet, and the (six) minor limbs (upanga) are eyes,
eyebrows, nose, lower lip and chin.

7(B8,&.7). ! Sccl5below. - Seel3below. ° Sec 13 below.
8 (B9, G.8). ’

9 (B.10, G.9). ! More properly ‘gestures and postures.’

10 (B.11, G.10). 11 (B.12, G.11). 12 (B.13, G.13). .

18 (B.14, G.18).
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14, Producers of plays should reckon the Sakha, dance
(uptta) and the Ankura as the three aspects of the Histrionic
Representation (ahhinaya).

15. The gestures (@ngika) are called the Sakha; ! panto-
miming through them is the Ankura® and that which is based
on the Karanas® and consists of the Angaharas* is called dance
(nytta).

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 (bhgva),

Gestures of the head and their uses °

17-18. The gesture of the head is of thirteen® kinds, viz.
Akamptita, Kampita, Dhuts, Vidhuta, Parivahita, Udvahita,
Avadhuta, Aiicita, Nihaiicita, Paravrtta, Utksipta, Adhogata,
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 head is to be applied in giving
a hint, teaching, questioning, addressing in an ordinary way (it
naturally), and giving an order?,

14 (B.15, G.14).

15 (B.16, G.15). ! Sariigadeva defines the #abkd and sikura as
follows :— 4 wi@fa fregrar fafwer awadar | W yAwrhgea gafear |
av @1 w3q AR wifsasgReo . SR, VI 87-38),
From this we learn that the 8ak3 means the flourish of the gesticulating
hand (kara-variana) preceding one’s speech whereas the a4/kura means
such a flourish following it. 3 See N, IV. 299 ff,

* Qoo NS, IV. 170 £ 4 See N6, IV. 170 £,

16 (B.17, G.16). -

17-18 (B.18-19, G.17-18). ! The AD. has nine gestures of the head.
See ed. M. Ghosh, 49-65, and A.K. Coomaraswamy, MG. pp, 86-35,

19 (B0, G.19),
20 (B3, G.20). ' B. reads one additional couplet after this,
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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
the Vidhuta.

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 cold,
“terror, panic, féver and the first stage of drinking.

25. Parivahita and Udvahita: When the head is alternately
turned to the two sides it is called Pavivahita, and when it is once
turned upwards it is known as Udvahita :

26. (Uses) : The Parivahita 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, Aiicita ¢+ When the neck is slightly bent on one side
the Aiicita head is the result. (Uses) : It is applicable in sickness,
swoon, intoxication, anxiety and sorrow.

30-31. Nihaficita : When two shoulders are raised up with

21 (B.22, G.21). 922 (B 24, G.22).

23 (B.25, G-23). 24 (B.26, (.24).

25 (B.27, G.25), ! G. reads one additional hemistich between 25a
and 25b, and names the head movement as adktusa.

26 (B.28, G.26).
27 (B.29, G.27). ! B. rcads the name as adkula.
28 (B.30, G.28). 29 (B.31, G.29).

30-31 (B.39-38, G1.80-81).
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the neck bent on one side the Nilailcita head is produced. (Uses) :
It is to be used by women in pride, Amorousness (vil@s)*, Light-
heartedness (lalila)? Affected Indifference, (bibboka)®, Hysterical
Mood, (kilakificita)®, Silent Expression of Affection (mottayita)®,
Pretended anger, (kuifamita)®, Parglysis and Jealous anger (mana).

82. Paravrtta: When the face is turned round,the Paravrtta
head is the vesult. (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, (Uscs): It is used in shame, bowing [in
salutation] and sorrow.

35. Parilolita : When the head is moving on all sides, it is
called Parilolita. (Uses): It is used in fainting, sickness, power of
intoxication heing possessed by an evil spirit, drowsiness and the
like?,

36. Besides these there are many other gestures of the
head, which arc based on popular acting. These are to be used
according to the popular practice (lit. nature).

37. T have spoken about the thirteen gestures of the head.
Now I shall discuss the characteristics of the Glances.

The thirtysix Glanees

39. The Glances expressing the Sentiments! are Kanta,
Bhayanaka, Hasya, Karuna, Adbhuta, Raudri, Vira, and Bibhatsa,

1 See NS, XXIV, 15.

2 Sen 1hid 22. 3 Sce ibid 21. ¢ Sce 15:d 18.

5 See 18:4 19, 8 See 1514 20.

32 (B.34, G.32). 33 (B35, G.33). 34 (B.36, G.34).

85(B.37,G.35). ' B. reads after this an additional couplet.

36 (B.39, G.36). 37 (B.40, G.37).

?B (B41, G.38). The AD. too has only eight glances, see od. M.
Ghosh, 66-78, and A. K. Coomaraswamy, MG. p.-40. But curiously
enough the names of ‘the cight glances in the AD., cvep if referred by
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39. The Glances to be used in the Dominant States are
Snigdha, Hrsta, Dina, Kruddha, Drpta, Bhayanvita, Jugupsita and
Vismita.

40-42. The Glances to be used in the Transitory States
such as Sﬁnyﬁ, Malina, Srants, Lajjanvita, Glana, Sankita,
Visanna, Mukta, Kuiicita, Abhitapta, Jihma, Lalita Vitarkita,
Ardhamukula, Vibhranta, Vipluta, Akekara, Vikosa, Trastd and
Madird, make up their number thirtysix?.

The Glances to express the Sentiments

43. 1 shall now explain the characteristics of these Glances
in connexion with the various Sentiments and the States, and shall
describe their functions.

44. Kanta: When with a feeling of love a person con-
tracts his eyebrows and castes a sidelong look, he is said to have
a Kanta (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. Hasya: 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
jugglary.

47, Karupa: 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
Karuna (pathetic).

Coomaraswamy's text to the Blarataédstra, docs not occur in the NS.
which has no less than thirtysix glances. Besides the cight glances Coo-
maraswamy’s text records (foc. c¢i2) fortyfour glances which include

those mentioned in the N3 39 (B.42, G.39).
40-42 (B.43-45, G.43-42). ! Sce note 1 to 38 above.
43 (B.46, G.43). 44 (B47 G.44)
45-46 (B.48-49a, G.45-464). . 47 (B.49, G.46b),

20
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48. Adbhutda: The Glance in which eyelashes are slightly
carved at the end, eyeballs are raised in wonder, and the eyes
are charmingly windened till the end, is called the Adbhut& (of
wonder).

49. Raudri: The pitiless Glance in which the eyeballs
are rough, red, raised, and the eyelids are still and the eyebrows
knitted, is called Raudrl (cruel), and it is used in the Furious
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 Vira (heroic), and it is used in the Heroic Sentiment,

51. Bibhatsa: The Glance in which the gorners of the
eyes are nearly covered by eyelids, the eyeballs arve disturbed in
disgust and the eyelashes are still and close to each other, is
called Bibhatsa (odious).

The Glances to express the Dominant States

52. The Glances defined here are known to oceur in relation
to the Sentiments. T 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, eyeballs are slightly swollen, and which is moving
very slowly, is called Dina (pitiable) ; it is used in sorrow.

48 (B51,G48). 49 (B.52, G.49).

50 (B.53, G.50).

51 (B.54,G51). ' B.G. add after this one couplet defining the
santarasa.

52 (B.56, G.53), 53 (B.57, G.54). 54 (p.9, B.55, G.55).

85 (p9, B.56, G.56).
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59. Kruddha: The rough Glance in which eyelids are
motionless 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 Drpta (haughty) ; it is used in energy (lit. grows out of
energy).

58. Bhayanvita : The Glance in which the eyes are widely
opened, the eyeballs are mobile in fear and are away from the
centre [of the eye], is called Bhayanvita (awe-stricken) ; it is used
in fear.

59. Jugupsita: The Glance in which eyelids are contracted
but not joined together, and the eyeballs are covered and are
turning away from the object cowing 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
motionless, is called Vismitg (astonished) ; it is used in

astonishment.
The Glances to express the Transitory States

61. These are the Glances relating to the Dominant States,
that T have just defined. I shall now explain the characteristics of
the Gllances in the Transitory States.

62. éuuyﬁ: The Glance which is weak and motionless
and in which the eyeballs and the eyelids are in ordinary position
(lit. level), and which turns to the space and is not attentive to
external objects is called Sunya (vacant).

83. Malina: The Glance in which ends of the evelashes
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).

56 (p.9, B57,G.57). 57 (p.9. B.58, Gu38). 58 (B.59, G.59).
59 (B 60, G-.60). 60 (B.61, G.61). 61 (B.62, G.seg.
62 (B.683, G.63). 63 (B.64, G.64).
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64. Sranta: 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
(bashful).

66. Glana: The languid Glance in which the eyebrows
and the eyelashes are slowly moving and cyeballs are covered
[under the eyelids] due to fatigue, is called Glina (lazy).

67. Saikita: The concealed (ilance which is once moved,
and once at rest, qhghtly raised, obliquely open and in which
the eyeballs are timid, is Sankita (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. Kuiicita: The Glance in which ends of eyelashes are
bent due to the eyelids being contracted and the eyeballs are also
contracted, is called Kuiicita (contracted).

71. Abhitapta: The Glance in which the eyeballs are
slowly moving due to the movement of the eyelids, and which
indicates much distress and pain, is called Abhitapta (distressed).

72 Jihma: The Glance!in which the eyelids are hanging
down and slightly contracted and the eyeballs are concealed, and
which casts itself obliquely and slyly is called Jihma (crooked).

78, 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).

64 (B 65, G 8 »). 65 (B 66, G 66) 66 (B.67, G.67).
67 (B.68, (.68). 68 (B.69, ¢.69). 69 (B.70, G.70).
70 (B.71, G.71). 7L (B.72, G.72).
72 (B.78, G.73). 73 (B.74, G\74).
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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 Ardhamukulattype, the eyeballs are half-blown
and slightly mobile is called Ardhamukula,

76. Vibhranta: The Glance in which the eyeballs are
movingtand;so are the eyelids, and the middle [of the eye] is wide
open’and full-hlown, is called Vibhranta (confused)*.

77. Viplata: The Glance in which the eyelids [first]
tremble and theh 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 are repeatedly tarning up, is
called Akekara (half-shut).

79. Vikoéa: The joyful Glance in which the two eyelids
are wide open and there is no winking and the eyeballs are not
immobile, is called Vikoé (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 panie, is called Trasta (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).
Itis 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

74 (B.75, G.75). 75 (B.76, G.76)

78 (B.77, 3.77). ! B.G. read 76b. differently-

77 (B.78, G.78). 78 (B.79,(.79). 79 (B.80, G.80).

80 (B.81, G.81). 81 (B.82, .82). 82 (B.83, G.83). -

83 (B.84, G.84). )
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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.

84, 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 répresenting these
(States),

86-93. Sunya (vacant)—in anxiety and paralysis (motion-
lessness).

Malina (pale)—in discouragement, change of colour.

Sranta (tired)—in weariness and depression, \

Lajjanvita—(bashful)*—in shame.

Glana.(lazy)—in epilepsy, sickness and weakness.

Sankita (apprehensive)—in apprehension.

Visanna (dejected)—in depair.

-Mukula—in"sleeping, dreaming and happiness.

Kuilcita (contracted)—in envy, undesirable object, objects
visible with difficulty and pain in the eye,

Abhitapta (distressed)—in discouragement, accidental hurt
and distress.

Jihma (crooked)—in envy, stupor and indolence. Lalita
(amorous)—in contentment and joy.

Vitarkita (conjecturing)—in recollection and deliberation.

Ardhamukula—in joy due to an experience of [sweet] smell
or touch.

84 (B.85, .84). ' We adopt G's reading.
. 85 (B.86, (1.85).
86-93 (B.87-94, 187-94). * lasjsta (lalsta, 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 (proksita)?.

Vikosa  (full-blown)—in awakening, arrogance, indignation
cruelty and assurance.

Trasta (frightened)—in fright.

Madira @intoxicated)—in intoxication.

94-95. I.IereIhave 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,

The eyeballs

95-96. Eyeballs have gestures of nine kinds: Bhramana
(woving round), Valana (turning), Pata=Patana (velaxing), Calana,
(trembling), Sampravedana, (drawing inside), Vivartana, (turning
sideways), Samudvitta (raising up), Niskrama (going out) and
Prakrta (natural).

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.)

Sampravesana=Praveda (drawing inside)—drawing (the
eyeballs) in,

Vivartana (turning)—turning the eyeballs sideways in a
sidelong glance (kataksa),

' B. G. read preksstesu.

94-95 (B.95, G.95). . .

95-96 (B.96b-97a, G.96). ! B.G, read one additional couplet after
this.

96-98 (B.98b-100a, G.98-100a),.
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Samudvrtta (raising up)—the raising up of the eyeballs.

Niskramapa (going out}—going out. [as it were of the
eyeballs.] '

Prakrta (natural))—eyeballs in the natural (glance.)

Uses of the eyeballs

99-101. Now listen about their uses in [different] Senti-
ments and States.

Bhramana (moving round), Valana (turning) and Samudvrtta
(raising of eyeballs)—in the Heroic and the Furious Sentiments,

Niskramana (going out), and Valana (tusning of the
eyeballs)—in the Terrible Sentiment.

Sampfaveéunu (drawing of the eycball)—in the (‘omic and
the Odious Sentiments.

Patana (relaxed eyeballs) in the Pathetic Sentiment.

Niskramana (going out of the eyeballs)~in the Marvell-
ous Sentiment.

Prakrta (natural) eyeballs—in the remaining Sentiments
(lit. States).

Vivartana (turning qxdeways 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 -Glanees

103-107. T shall speak about the varicties of Glances in
special relation of these (lit. there). These are of eight kinds, viz.
Sama (level), Saci (sidclong), Anuvrtta (inspecting), Alokita (casual),
Vilokita (looking round), Pralokita (carefully looking), Ullokita
(looking up', and Avalokita (looking down).

99-101 (B.101b-104a, (+.100b-102a).
102 (B.104b-1058, G.102b-104a).
103-107 (B.105b-110a, G-104-109a).
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Sama (level)—the eyeballs are in 1 Jeyel position and at rest.
Bact (side-long)—the eyeballs are covered by eyelashes.

Anuvrtta (inspecting)—Glance which carefully observes any
form.

ZKlokita (casual)—(the eyeballs) in suddenly seeing any
object). .
Vilokita (looking round)—(eyeballs) in lookirg back.

Pralokita (carefully looking)—turning (eyeballs) from side
to side.

Ullokita (looking up)—(turning the eyeballs) upwards.

Avalokita (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 fallow
which the movements of eyeballs They are : Unmesa (opening),
Nimesa (closing), Prasrta (expanding), Kuiicita (contracted),
Sama (level), Vivartita (raising up), Sphurita (throbbing), Pihita
(resting), and Vitadita (driven).

Unmesa (opening)—separating the eyelids

Nimesa (closing)—bringing together the eyelids.

Prasrta (expanding) ~~separating the eyelids widely.

Kuiicita (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 cyelids are at rest (lit. closed).

Vitadita (driven)=when struck the eyelids are struck
ecidentally,

108-111 (B.110b-114s, G.109b-113a),
2l '
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Uses of the eyelids

112-115. Now listen about their uses in different Senti-
ments and States: :

Vivartita (raising up)—in anger.

Nimesa (closing)—in anger,

Unmesa (opening)—in anger.

Prasrta  (expanding)—in objects causing wonder, joy, and
heroism. N

Kuiicita (contracted)—in secing undesired objects. (stweet)
scent, flavour and touch.

Sama  (level)—in love. ‘

Sphurita (throbbing)—in jealonsy.

Pihita (resting)—in dreaming, fainting, affliction due to
storm, hot smoke, rains and collyrium and eye-disease.

Vitadita (driven)—in accidental injury.

These are the uses of the eyehalls and the eyelids in express-
ing the Sentiments and the States.

The eyebrows

21 116-120. 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
(lowering), Bhrukuti (knitting), Catura (clever), Kuiicita (con-
tracted), Recita (moving) and Sahaja (natural).

Utksepa  (raising)—raising of eyebrows simultaneously or
one by one.

Patana  (lowering)—lowering of eyebrows simultaneously
or one by one.

Bhrukuti  (knitting) - raising the root of tho eyebrows,

) . . .
Catura (clever)—slightly moving and extending the eye
brows in a pleasing manner.

112-115 (B.114b-118a, G.118b-117a).
116-120 (B.118b-123s, G.]17b-122a).
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Kuilcita (contracted)—slightly bending of eyebrows one by
one or the both at once.

Recita (moving)—raising of one of the eycbrows in an
Amorous way.

Sahaja (natural)—the position which the eychrows 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 eyebrow is raised, and in
surprise, joy and violent anger both the cyebrows are raised up.

Patana (lowering)—in envy, disgust, smile, and smelling.

Bhrukuti (knitting)—in objects of anger, dazzling light.

Catura (clever)—in love, sportiveness, pleasing (object),
(pleasing) touch® and awakening.

Kuiicita (contracted)—in manifestation of affection, pretended
and hystericai mood.

Recita (moving)—in dance.

Sahaja (natural)—in simple («naviddha) conditions.
The nose

126-123. Gestures of the eycbrows have been described ;
now listen about those of the nose. They are of six kinds:
Nata, Manda, Vikrsta, Socchvasa, Vikiinita and Svabhavika,

Nata —lobes are constantly clinging (8listaputa)

Manda—lobes are at rest.

Vikrsta—lobes are blown.

Socchvasa~—when air is drawn in.

Vikiinita—the contracted nose.

) 121-125 (B-123b-126, 128-120a, G-.122b-1 27a). ' B. reads 124 a
differently and onc additional hemistich after this. .
126-128 (B.129b-132a, G.127b-I30a).
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Svabhavika—the natural nose.
Uses of the nose

129-182. This is the description of the gestures of the
nose. Now listen about their uses :

Nata—in slight weeping 4t intervals.

Mandd—in discouragement, impatience and anxiety.

Vikysta—in strange smell, breathing, anger and fear.

Socchvasa—in sweet smell and deep breathing,

Vikiipita—in laughter, disgust and envy.

Svabhaviki—in the remaining conditions.

The cheeks

132-184. Cheeks are of six kinds: Ksama (depressed).
Phulla (blown), Parpa (full), Kampita (trembling) and Kuiicita
(contracted) and Sama (natural).

Ksama (depressed)—(cheeks are) fallen.

Phulla (blown)—(cheeks are) raised

Pﬁrga (full)—(cheeks are) expanded.

Kampita (trembling)—(cheeks are) throbbing.

Kuiicita (contracted)—(cheeks are) narrrowed down.

Sama (natural) —as (cheeks are) by nature.

Uses of the checks

135-137. Cheeks have been described. Now listen about
their uses.

Kéama (depressed)—in sorrow.

Phulla (blown)—in joy.

Piirna (full)—in energy and arrogance.

129-132 (B.132b, 134-136a, G.130b-133). * Instead of 129b, B. reads
one couplet slightly different in content,

+132-134 (B.136b-138, (.134-136a).
135-137 (B.189-141a, G.136b-138).
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Kampita (trembling)—in anger and joy.

Kuficita (contracted)—in horripilation (sensitive) touch, cold,
fear and fever.

Sama (natural)—in the remaining conditions.
The ldwer lips
137-139. Qestures of the lips are six in number. (They
are) : Vivartana (narrowing), Kampana (trembling), Visarga

(spreading out), Vinigihana (concealing), Sandastaka (biting),
Samudgaka (contracting).

Vivartana (narrowing)—lips narrowed down.

Kampana (trembling) —throbbing (of lips).

Visarga (spreading out)—to spread out (lips).

Vinigithana (concealing)—drawing in (of 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.

Kampana (trembling) —in pain, cold, fear, anger, swiftness
and the like,

Visarga (spreading out)—in women’s amors, affected indiffer-
ence and painting of lips.

Vinigiihana (concealing)—in making efforts.

Sandastaka (biting)—in manifestation of anger.

Samudgaka (contracting)—in pity, kissing and greeting.

187-189 (B.141b-143, G.139-141a .
140-142 (B.144-146, G.141b-144a).
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The chin

148-146. So much about the gestures of the lips ; now
listen ahout those of the chin ; (they are) : Kuttana, Khandana,
Chinna, Cuksita, Lehita, Sama and Dasta.

Kuttana—when the upper teeth are in  conflict with the
lower ones. ’

Khandana—when (the two lips) repeatedly come together
with each other.

Chinna—when (the two lips) very closely meet cach other,

Cuksita—when (the two lips) are held widely apart.

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

146-149. Kuttana—in fear, cold, attack of old age, and
sickness. )

Khandana—in mutterings prayers (japa), studying, speaking
and eating.
~ Chinna—in sickness, fear, cold, (taking) exercise, and angry
look.

Cuksita—in yawning.

Lehita=Lebana—in greediness.

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: Vidhuta,
Vinivrtta, Nirbhugna, Bhugna, Vivrta and Udvahi.

143-146 (B.147-150a, G.144b-147).
146-149 (B.150b-153a, G.147-150a).
140-156 (B.153b-160a, G.150b-157).
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Vidhuta—the obliquely open (mouth).
Vinivrtta—spread out (the mouth).
Nirbhugna—(the mouth) lowered.
Bhugna = Vyabhugna—(the mouth) slightly spread out.
Vivrta—the mouth with the lips kept apart.
Udvahi—(the mouth) furned up.

Uses of the mouth

Vinivrtta—in women’s envy, jealousy, anger, contempt
and bashfulness and the like,

Vidhuta—in restraining, saying ‘not <o’ and the like.
Nirbhugna—in looking into depth and the like.

Bhugna—in being ashamed, discouragement, impatience,
anxiety, discipline and consultation. It is natural for the
asceties.

Vivrta—in laughter, sorrow and fear.

Udvihi—in sportiveness and pride of women, in saying
‘go awuy”, 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 (svabharika)
bright (prasannd), reddened (rakia) and durk (§yama).

Uses of the colour of the face.
159-160. Natural face—in a natural and indifferent (mood).
Bright face—in wonder, laughter and love.

Reddened face—in intoxication and in the Heroie the
Terrible and the Pathetic Sentiments,

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 Sakha?, the Aga and the Upanga 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 (i.e. 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, Nata,
Unnata, Tryasra, Recita, Kuilcita, Aficita, Valita, and Vivrtta.

Description and uses of the neck gestures
167-171. Sama—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.

161-162 (B.165b-166a, G.162b-168). * See 11 and 15 above.
162-163 (B.166-167a, G.164).

163-164 (B.167b-1683, G.165).

164-165 (B.168b-169, G.166-167a).

166-167 (B.170, G.167b-168a).

167-171 (B.171-175, G.168b-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 neck shaken or moved. (Uses): in feeling
(Wha@va), churning and dance.

Kuficita—the neck with the head bent down. (Uses) : in
pressure of weight and in protecting the neck.

Aiicita—the neck with the head turned back. (Uses): in
hanging (to death), arranging hair and looking very high up.

Vihita—the neck with the face turned sideways. (Uses) : in
looking with th¢ neck turned round,

Vivrita—neck with the face towards the front. (Use) : in
(indicating) going towards one's own place.

172-173-  These are the wany varietics of the neck gestures
according 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
liead and the connected minor limhs (vpanga) and their uses.
Now listen about the gestures of the remaining limhs (anga),
which T am going to deseribe.

Here ends Chapter VITI of Bharata’s Natyasistra,
which treats of the Gestures of Minor Limbs,

172-173 (B176-177, G 173b-175).

22



CHAPTER NINE
THE GESTURES OF HANDS
Bharata speaks

1-3. So much about the minor limhs such as head, eyes,
eyesbrows, nose, lips and cheecks, and their description that 1
was to tell you. T shall now-define you for the gestures of hands,
breast, sides, belly, waist, thighs and feet and |{explain] their proper
user. In this connexion I shall [first of all] explain the gestures
of hands and the like, that are used in the production of « play.
You are to listen how they are to be applied [in acting].

Sixtyseven gestures of the hand

4-7.  Gestures of single hands (vsamyuta-hasta) are twenty-
four in number : Patika, Tripataka, Kartarimukha, Ardhacandra,
Arala, Sukatunda, Musti, Sikhara, Kapittha, Katakamukha?,
Siicyasya (Sacimukha), Padmakosa, Sarpagivah, Mrgasirsa, Kangula,
Alapadma (Alapallava), Catara, Bhramara, Hamsasya, Hamsae
paksa, Sandaméa, Mukula, Urpanabha and Tamracuda,

1-3 (B.1, 8,2, G.1-3). ! This use relates* to the two-fold Practice
(realistic and coventional) on the stage (Sce NS. XIV. 62ff). The
realistic Practice (lokadkarmi) in this connexion is of two kinds, viz
(1) that refleeting one’s emotion, as in arrogant veference 'to one’s own-
self, this (pafika) hand is to be raised on a level with the forekead
(IX. 19), (2) that representing the external form of an objeet, as the
use of the Padmakoéa hand to represent lotus and similar flowers, The
couventional Practice  (Ralyadharmi) is likewise of two kinds, viz.
(1) that ereating an ornamental effeet, as the use of the four Zerenas
of the hand (See NS, IX. 205-211 helow), (2) that partially suggesting,
a popular behaviour, ag the ‘e of the tripatiki. hand  to vepresent
words spoken nside ( ganantika ). See Ag. '

4-7 (B.G. seme). ' These hands gestuves are ordinarily nsed singly ;
but at times two hauds showing one of these gestures are used stmul-
taneously. But still these are called single (asemyufa) hands. Lor,
combined (semyuta) hands are so ealled beeause they are always to be
shown by both the hands ; «ee Ag.

? Bome meg, read this name as Ahelokimukha. Our reading i
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8-10. Gestures of combined hands (sumynta-hasta)*  are
thirteen in namber ¢ Afjjali, Kapota, Karkata, Svastika, Kataka-
vardhamanaka?, Utsanga, Nisadha, Dola, Puspaputa, Makara,
(tajadanta, Avahittha and Vardhamana.

10-17.  Dance-hands (nptta-hasta)r are Caturasra®, Udvrtta
Talunukha, Svastika, Viprakirpa, Ardlakatakamukha, Aviddha-
vaktra, Stcyasya, Recita, Ardharecita, Uttanavaiicita, Pallava,
Nitamba, Kedabandha, Lati, Kavihasta, Paksavaiicitaka, Puksa-
pradyotaka, Garudapaksa, Dandapaksa, Urdhvamandali, Paréva-
mandali, Uro.m;u_lduli Urah-parédvardhamandali, Mustikagvastika,
Nalinipadnakoga, Alapallava, Ulbana, Lalita and Valita.

These are the sixtyfour® gestures of hands.
Gestures of single hands

17-26.  Now listen about their definition and uses.

Pataka  (Hlag)—the fingers extended and close against one
another, and the thumb bent.

supported by the AD. (See cd. M. Ghosh, verse 124. A. K. Coomaraswamy
MG. p. 50).

8-10 (B.G. same). ' Sec note | to 4-7 above.

? Some mes. read this name as Zhkalaki® ; kalakuvardhana, is the
nume of a semyula-haste in the AD. (ed. M. Gliosh, 187 and A. K.
Coomaraswamy, MG. p. 60).

10-17 (B.G. 10b-17a). ' These gesturcs (dance hands, nrtlehasta)
ag their name implics, 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 createc an ornamental ecffect (Sec note 1 to I-3 above).
See Ag.

2 In the Skt text these names are given in dual number e.g.
our calurasra stands as calurasran. 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 dance-hand gestures are
to be individually moved, unot for representing any idea or objeet but
for creating an ornamental etfect in acting as well as in dance. Sece Ag.

% In actual enumeration hand gestures are sixtyseven in number

(single 24, combined 13 and Dance-hands 30). Cafulisasths in the text
should be emended to saptasasths. - 17-26 (B.18-25, 26, G.18-25. 26a).
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(Uses) : To represent “an administeation of blows, scorching
heat, urging, attainment of happiness and arrogant reference of onc’s
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 withthe fingers separated and moving, are to be joined
together. A shallow pool of water, present 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 Pataka hands with their lingers pointing downwards are to
be used to represent anything closed, made open, protected,
covered, dense or private (concealable). This very hand with
its fingers pointing downwards and moving up and down, is to
express the speedy movement of wind and [ocean] waves, [ocean
waves] breaking against the shore, and flood. The Recaka
of thix hand should he used to rvepresent cncouragement, many
[in number), a great crowd of men, height, heating of drums, and
flight of birds upwards. And anything washed, pressed, cleansed,

_bounded, 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 (flag with thrce fingers)—the third finger
of the Patakahand to be hent.

(Uses) : It is to he used in representing invocation, descent,
bidding  goodbye, prohibition, entrance, raising up [anything]t,
bowing (in 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 he used in representing flight of small birds,
-stream, snake, hees 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).

* Ag. gives detailed rules about the use of the pafike hand in all
the cages mentioned above,

26-32 (B.G- 26b-32) ! Ag. thinks that this relates to objeets like
one’s chin. .

* nidarsanam upamanopameyabhivam (Ag.).
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Tripataka should be represented wiping off tears, dmwmg a Tilaka
or Patralekha® and touching of hairs.

33-38. Two Tripataka® hands held like a Svastika repre-
sents adoration of the feet of venerable persons (gnru). Two such
hands are to meet each other’s end for representing marriage.
Separated and moved from  this position they indicate a king.
When obliquely forming o Svastika they represent planets.  To
indicate an ascetic they are to be raised with palm turned back-
wards. To represent a door they are to face cach other. Submarine
fire, battle and %ea monsters are to be indicated by two Tripataka
hands, first raised near one’s face and then moved with the fingers
pointing downwards. - ith these very hands should be indicated
jumping of monkeys, waves, wind and women. To show the eresent
moon this hand should put forward its thumb, and to indicate
a king’s march [against his enemy] this hand should turn itself
towards the back.

39-41.  Kuartarimukha (sissors’ blades)—the forefinger of
the Tripataka 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 erawling [of babies]®. With fingers pointing upwards it
will represent biting, horn and letters.  And when the fingers in it
are turned differently (i.e. the middle finger is bent backwards) it
will represent falling down, death, transgression®, reversion, cogitu-
tion and putting [anything] in trust®.

3 rocanalabhanakam-touching (the body) with go-rocane or drawing
ornamental  designs  (patralekks) on the body with this substance.
Gorocand is a bright yellow pigment prepared from the urine or bile of
a cow. '

33-38 (B.G. 33-38). ! This portion does not occur in all mss., and
may well have been a later addition.

3 Parents, grand-parents and the spiritual guide cte. are meant by
this term.

39~41 (B.(+. 39~41). ! racanam kasturiki dinapalrabhangadikriya
(Ag.). 3 yanjanam alaktakena (Ag.).

* Reud ringana for rangana in B.
¢ vyatikramah—aparadhal (Ag.). S nyasta-niksepana.
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42, And with the two such (samyuta) vfmnds or one such
(asamyuta) hand should be represented antelope, yak, buffalo,
celestial elephant («iravata), bull, gate (yopura) and hill-top.

43-45. Ardhacandra (crescent moon)—the fingers and the
thumb so bent as to make a curve like a bow.

(Uses): With this  should he represented young trees,
crescent moon, conchshell, jar (kalaga), bracelet, forcible opening,
exertion, thinness and drinking2.  With this [very] Ardhacandra
hand women should represent givdle, hip, waist, face, Talapatra®
and earring, '

. 46-52. Arala (bent)—the forcfinger curved like o bow,
the thumb also curved and the remaining fingers separated and
turned upwards.

(Uses) : With this should be represented courage, pride,
prowess, beauty, contentment, heavenly |objects], poise, act of
hlessing and other favourable states. And thix, again, will re-
present woman’s gathering of hairs or scattering them and looking
carefully over their entire hody, The preliminaries to the marriage
by bride’s going round the bridegroom? and [marital] union? are
to be represented by two Ardla hands moving around each other
and their fingers meeting in the form of a Svastika. And with
similar hands should be represented circumambulation, round
objects. great erowd of men, ohjects arranged on the ground®. In
calling any one, asking any one not to come in, uprooting anything,

42 (B.G. 42).

43-45 (B o 43-45). ' ayastam khedam (Ag.).

= panam for pomam (B.G.),

* Mueo veud Zalapatra (Lidapatra) meaning a kind of ear-ornament
(Ywlanka or tdaika). [t is different Aundale from which is also an
oar-ornament.

46-02 (Bod-52, (rd6-51, 53), ' kautukam—vivakit  purvabhavi
vadlivaravor dciral) anlarvivikah (Ag.).

¢ vinihal—agnan siksing panigrahanam (Ag.).

¥ Objects such as Alpani and flowers arranged on the ground.
or Alpana seo L'alpana by Audre at Suzanne Karpelles, Paris, 1930 (7)

® (. reads after this a eouplet defining the Aziale hand.
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saying too many things, wiping off sweat and enjoying sweet smell,
abuse, censure the Tripataka hands have been prescribed before hy
me, but women are to use the Arila hand to represent these.

53-5+. Sukatupda (parrot’s beak)- the ring-finger -(third
finger) of the Arala hand is bent.

(Uses) with this should be represented words such as (Tt
i) not I’, (It is) not you, (Itis) not to be done, invocation,
farewell, and saying ‘Fie (upon you)’in contempt.

55-56. Musti (fist:—fingers have their ends [hent] into the
palm and the thamb [is set] upon them.

(Uses) : T¥is used to represent beating, eXercise?, exit, press-
ing?, shampooing?, grasping sword and holding clubs and spears.

57-58. Sikhara (peak)—in this very hand (nrs4i) the thumb
raised,

(Uses) ¢ Tt is used to represent reins, whip. goad, bow,
throwing a javelin (fomara) or a spike (fakli), painting the two
lips and feet and raising up hairs.

59-60. Kapittha (clephant-apple)—the  forefinger of the
Sikhara hand to be bent and pressed by the thumb,

(Uses) : It is to represent weapons such ax sword, how,
diseus, javelin (fomara), spear (bunti), wiace, spike (fulti),
thunderbolt and arrows, teue and wholesome deeds,

61-64. Katakimukha—the ring-finger and the little finger
of this Kapittha hand to be raised and bent.

(Uses) : Tt is wsed to  represent  sacrificel,

oblation?,
umbrella, drawing up  reins, fan,

holding o mirror, drawing

53-64 (B.53-b4, G.54-55),

55-56 (B.55-56, (+56- 7). ' yavama according to  Ac.
yuddha (fight or duel),

2 “Pressing’ of the teats of cows and huffaloes while milking them ;
stanapidanc—mahkisyadidohane (Ag). :
' 3 Samwnakana according to Ag. means mrtpidana.

57-58 (B.57-58, G.58-59). - 59-60 (B.59-60, G.60-61).

61-64 (p.41, B.60-63,, G.53-65). ' hotram—srugadi-uttinena, Az

 havyam—asyadyamukliena (Ag.).

neans
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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.

65-71. Sicimukha—the fore finger of the Katakdmukha
hand to he streched.

(Uses) : I shall tell you briefly of its various uses as the
forefinger [in it] is raised and bhent, moving sideways, shaking,
moving up and down, and moving up without any rest.
By moving the forefinger upwards [in this hand] are to be
represented discus, lightning, banners, blossoms, earring?, zigzag
movement, a cry of approbation®, young serpent, young sprout®,
incense, lamp, creepers?, éikhar_nda”, falling down, curve and round-
ness and with the forefinger raised this' [hand] again should he
used in [representing] stars, nose, [the number] one, club and
stick. And [this hand with the forefinger] hent should meet the
mouth to represent a being with teeth, and hy the cireular
movement of this hand one should represent the taking away [a
man’s] every thing, And the forefinger in this hand should he alter-
nately raised and lowered to represent long study and long day. And
the same should be curved, moved up and down near the face to
represent a sentence. And to indicate ‘no’ or ‘speak’ the fore-
finger should be stretehed, shaken and moved up.

72-75. This hand should be shaken to represent anger,
perspiration, hair, car-ring, armlet and decoration of the cheeks.

3 khandanam—drawing decorative patterns or desizns on anything,
Ag’s explanation of this seems to be wrong. Cf. alaki-tilakis patravalim
khandante (dvaws the alaki-tileka and patravali) in the Kirtilati of
Vidyapati. Sece ed. Haraprasad é:-\stl'i, Caleutta, BS. 1331 (1024) pp.
13-14, and the root Ak (to draw) in E. Bengal dialeet of Tippera.

65-71 (B.64-71a, (+.66-72). ! karpaciiliki—rkarnapura (Ag.).

? Saying ‘welldone’, ‘how beautiful’ efc 3 paliava but B. balyava.

4 The text uses two words oalli and Jafi meaning ‘erecper’, Ag.
distinguishes between the two as follows : a/avii-prabhriayo vallyal and
driiksipradhriayo latih )

5 Lakhanda—kumirakiim kikapaksah (Ag.),

72-75 (B.71b-75a, (.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 Stcimukha hands] should be united to represent the union
[of men], and be separated to indicate separation, and to represent
a quarrel the two hands should be erossed, and to show bondage
they are to press cach other. The two Siicimukha [ 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, w.hirlpool, 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 forchead 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, and 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] cye, 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.

8L. (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

76 (B.77b-78a, G.77), 77 (B.78b-79a, G.78). 78 (B-75b-76a, G.79).

79 (B.76b-77a, G.80). . 80 (B.79b-80a, G-.81),
81 (B.80b-81a, 3.82). ! B. adds one hemistich after this,

82 (B.82, .83), .
23 ‘
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Piija to a deity, cartying tribute, casket, oﬂerin;g the first funeral
cake!, and a number of flowers, are also to be indicated by the
* Padmakofa hand.

" 83. The two such hands with moving fingers meeting at
the wrist and turning  backwards will represent the full-blown
lotus and water-lilly.

84, Sarpafirah (snake-head)—the fingers including the
thumb t be close to one another and the palm to be hollowed.

85. (Uses): Ttis used to represent the offering of water,
movement of serpents, pouring water [on anything], challenging
[for a duell, motion of the clephant’s frontal globes (lnmbha)
and the like, .

86, Mrgasirsa (deer-head)—the Sarpagirah® hand with all
its fingers pointing downwards, but the thumb and the little
finger raised up.

87. (Uses): It is moved to represent here, now, “Tt is”,
to-day, possible, splendour (nllasana), throw of dice, wiping off
perspiration and pretended anger.

88. Kangula—The middle and the fore-fingers and the
thumb to be separated and the ring finger to be bent but the little
finger raised.

89. (Uses): By this arc to be represented immature
fruits of various kinds and angry words of women.

90. Alapallava (Alapadmaka)—all fingers turned towards
the palm, standing on its side and separated from one another.

(Uses): It is to be used for indicating prevention,
words llke “Who are you,” “It is not”, “nonsense” and a woman’s
allusion to herself.

} agmﬁzmla-duna—mmdzmukhasmdd}m (Ag)

83 (B.83, G.84). 84 (B.84, G.85). 85 (B.83, G.86).

86 (B 86, G.87). 87 (B.87, G.88).

88 (B.88, G.89). ! trertagnisamsthitah=viralah (Ag.).

89 (B.89, G.90). * B. recads one additional couplot(B.%) after this,
90 (B.91, G.91). 91 (B.92, G.92),
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92. Catura—the four fingers stretched and the thumb bent
near the middle finger. )

93. (Uses): Itis to be applied in representing policy,

discipline, penance, cleverness, a young girl, a sick person, spirig, . _

deceit, proper words, welfare, truth and tranquility.
94. By one or two such hands moved round should he
represented openness, deliberation, moving, conjecture and shame,

95. By the combined Catura 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, intclligence, judgement, forgiveness,
nutrition, consciousness, hope, affection, reasoning, union, purity,
cleverness, favourableness, softness, happiness, character, question,
livelihood, propriety, dress, soft grass, a small quantity, wealth,
defeat, sexual intercourse, merit and demerit, 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 [one such hand with another]. '

100. Bhramara (bee)—the middle finger and the thumb
brossing 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 ear-ring.

102. It should fall down with a sound to represent rebuke,
pride of power, quickness, beating time and producing confidence.

103. Hamsasya (swan-mouth)—the forefinger, middle finger
and the thumb close® to oune another and the remaining fingers
stretched.

92 (.93, G.93). 93 (B.o4, G.04). 04 (B.95, G.95),

95 (B.96, G.96), . 96-98 (B.97;99, G.97-99), 99 (13.100, G.100).
*100 (B.101, .101). 101 (B.102, G.102). 102 (B.103, G.103).

103 (B.104, G.104). ' mirantari it1 viralatvam nisedhat (Ag.).

»
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104. (Uses): It with the slightly throbbing end is used to
" indicate §pecially, fine, small, loose, lightness, exit, and softness.

105, Hamsapaksa (swan-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 cheek to represent acceptance
of a gift, Acamana 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 chip.

109, Sandaméa (pincers)—the forefinger and the thumb
of the Arala hand crossed and the palm a little hollowed.

110. The Sandaméa (hand) according to the Sentiments
and States, is of three kinds, viz. that [held] in front, that ncar
the mouth and that on one side.

111-115.  (Uses) : In representing the plucking of flowers,
making garlands of them, taking up grass, leaves, hairs or thread
and holding or pulling out an arrow or thorn the Sandaméa should
be held in one’s front. And to represent taking off a flower from

- its stem, the wick [of a lamp), [collyrium| stick, filling up [any
vessel with any thing], in saying ‘fie [upon you’), and anger, this
should he held near the mouth. To represent the sacred thread,
piereing a hole [in pearls and similar shjects], 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 tipis 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.

¥

104 (B.105, G.105). 105 (B.106, €.106).

106-108 (B.107-109, G-111). 109 (B.110, G.110).

N0 BIL G, 11015 (B112-118, ). 116 (B.117, G.117).
£ -

LRC T
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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 (vitn-cuwmbana), contempt, miscellanecus things,
taking meals, counting of gold coins, narrowing of the mouth,
giving away [anything], quickness and buds of flowers,

119-120. Urnanabha (spider)—the fingers of the Padmkosa
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.

121-122., Tawracuda (lit. copper-crest i.e. cock)—the middle
finger and the thumb crossed, the fore-finger bent, the remaining
[two fingers] at the palm.

(Uses) : It should fall down with a sound to represent
rebuke, heating time, inspiring confidence, quickness, and making
signs.

123.  This hand is to be used to indicate small fractions of
time such as Kala, Kastha, Nimesa 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 sameis [also] called the
Tamracuda hand.

125. By this hand arc to be indicated hundred, thousand
and lac 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.

117-118 (B.118-112, G.118-119). * wilacumbanam svabkiprayam aoi-
skartum svahastam eva mukulitan vitas cumbantits vitacumbanam (Ag.).

119-120 (B.120-121, G.120-121). ' Cf. Ag’s cxplanation of caurya-
graha.

oy .
121-123 (B. 122-124, G.132-123). 123 (B.124, G-124),
124 (B.125. Gu125). 125 (B.126,G126). - 126 (B.127, G12!).

AL
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127, Afjjali—Putting together of the two Pataka hands is
called Afjali.

(Uses) : Tt is used to greet gods, vencrable persons (guru)
and friend?.

128, In grecting gods it is to be held on the head, in case
of venerable persons it is to be held near oncs face, and for
greeting the fricnds it is to be placed on the breast, and in case of
the remaining persons there is no fixed rule.

129.  Kapota (pigeon)—The two (Aijali) hands meeting on
one of their sides will make the Kapota hand. Listen about its
uses. ot

130. (Uses) : It is to be used to indicate an approach with
inimical attitude, bowing and talking to a venerable 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 (crab)—When the fingers of the hands are
interlocked the Karkata hand is produced.

133, (Uses) : It is used to indicate the bees=wax,’ massaging
of the limbs, yawning just after awakening from sleep, a big body,
supporting the chin and holding a conch-shell [for blowing it].

" 134, Svastika—The two Arala hands upturned and hLeld
together at the wrists will form the Svastika. It is to be used by
women.

185. (Uses): When the hands are separated from the
Byastika position, it will indicate directions, clouds, the sky, forests,
geas, seasons, the carth and similar [other] extensive things,

127 (B.128, G.128).

128 (B.129b-30s, G.129). ! B, adds one additional hemistich after
this. 129 (B.130b-131a, G.130).

130 (B.131b-132a, G.131). 131 (B.132b-132s, G.132).
182 (B.133b-184a, G1.133). 133 (B.134b-135a, G.134).
134 (B.185b-136a, G.135). 185 (B,186b-1371, G.136).
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136. Katakavardhamanaka—When one Katakd (mukha)
hand is placed on [the wrist of] another Kataka [mukha] hand the
Katakavardhamanaka hand will be produced.

(Uses) : Tt is to be used in movements connected with
love-making and in bowing [to a person .

137. Utsanga—When the Ariila hands arc contrarily
placed and ave held upturned and bent, the Utsanga hand will he
the result.

(Uses) %t is used to indicate the fecling of touch.

188. Itis also used to indicate anything to be done with
great cffort, acts,of anger and indignation, squeezing [anything]
and women’s acts of jealousy.

" 139-140. Nisadha—The left hand holding the [right] arm
ahove the elbow and the right hand similarly touching the left arm
with a clenched fist will make a Nisadha hand.?

141, (Uses) : It is to indicate patience, intoxication, pride,
clegance, cagerness, valour, arrogance self-conceit, haughtiness
motionlessness, steadiness and the like.

142. Dola—When the two shoulders are at case in a
Karapa and the two Pataka hands are hanging down the Dola
hand is produced. :

143. (Uses) : Tt is to be used in indicating burry, sadness,
fainting, fit of intoxication, excitement, state of illness and wound
by a weapon.

144 Puspaputa—The two Sarpadivah hands with their
fingers close to one another meeting on one side very closely will
give rise to the Puspaputa hand.

136 (B.137h-1384, G.187). 137 (B.13Y, G.138). 138 (B 140, G.139).

139-140 (B 144-1.43). ! G omits this passage and 141, and read them
differently, but in the foothote to lines 11-16 the definition occurs, and the
uses too.  B. also gives an additional definition and uses of the Nisadha
in B.141 143,

141 (B.146). ' Sce note 1 to 139-140.

142 (B.148, G.142). * ' 143 (B.149, G.143).

144 (B.150, G.144),. * - '145 (B.151, G.145).
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145, (Uses) : Tt 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 Patika hands with their
thumbs raised are turned down and placed on each other the
Makara hand is produced.

147. (Uses): Ttis used to indicate lion, tiger, clephant,
crocodile, shark (malkara) and fish and other carnivorous animals.

148 Gajadanti—The two Sarpagirah hands.*touching the
opposite arms between the shoulder and the elbow will give rise to
the Gajadanta hand.

149. (Uses) : Tt is to be used to indicate the camying of the
bridegroom and the bride, excessive weight, clasping a pillar and
uprooting a hill or a block of stone.

150.  Avahittha—Wlhen the two éuk:ttur_uh hands  moot
cach other on the breast and arc hent and then slowly lowered, the
Avahittha hands will be the result.

151, (Uses) ; Tt is to be used in indicating weakness, sigh,
showing one’s body, thinness [of the hody] 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 doctrine)

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)

146 (B.152, G-.146). 147 (B.158, G.147).
148 (B.154, G.148). 149 (B.155, G.149),
150 (B.156, G.150). 151 (B.157, G.151).

152-153. ' Ms. G. of G. and da of B, read tho passages as we do
but B. and G. reject this and read them differently
154 (B 158, G.152). . 165 (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, movement, 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
ideas).

1568. There are besides other popular gestares (lit. hand)
connected with other ideas, and they also are to be freely used along
with the movements inspired by the Bentiments 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 hand gestures

160. Ishall now describe the varied movements which
these gestures (lit. hands) [should] have in connexion with the.
[different] Sentiments and States.

161-163. [These movements are] : drawing upwards, dragg-
ing, drawing out, accepting, killing, beckoning, urging, bringing
together, scparating, protecting, releasing, throwing, shaking,
giving away, threatening, cutting, piercing, 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.

156 (B.161, G.154). 157 (B.162, B.G.155).

158 (B.163, G1.156). 159 (B.164, G.157).

160 (B.165, G.158). 161-163 (B.166-168, G.159 161),
164 (B.169, G.173). . 165 (B.170, G.162).

24
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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 forchead, that of the middling type of rersons
at about their breasts while the inferior persons [should move
their hand gestures in regions] below this.

The quantity of gesturcs

168. In the superior acting, hand gestures should have
seanty movement, in the middling acting medium sort of movement,
while the ordinary acting should have profuse movements of hand
gestures.

169. "o 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 [in the Sastra] while gestures
of the persons of inferior type should follow the popular practice
and their [own] natural habit,

170. But when [specially] different occasions or times
present themselves, wise people should make different uses of
the hand gestures.

171-174. While a person isto represent himself as sad,
fainting, terrified, overcome with disgust or sorrow, weak,
glsleep, handless, inactive, drowsy, inert, sick, attacked with fever,
seized with panie, 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,
bat he should resort to the Represestation of the Temperament as
well as to the change of voice suitable to the different States and
Sentiments, '

166 (B.171, G.163). 167 (B172, G.164).
168 (B.173, G.165). 169 (B.174, G.166).
170 (B.175, G.187). 171-174 (B.176-179, G.168-171).
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175. At the time of verbal acting (i.e. when th¢ 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 Representagions. I shall now speak of Dance-
hands (¢ e. gestures to be used in dance).

The Dance-hands

178.  Caturasra—two Katakdmukha hands held forward
eight Adngulis apart [from each other] on one’s breast, the two
shoulders and elbows on the same level.

179. Udvrtta—the two Hamsapaksa hands waved like a
palm-leaf (fan). Its alternative name is the Talavrnta (palm-leaf),

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 are called Viprakirna.

182. Aralakatakamukha—the two Alapallava (Alapad-
maka) hands with palms upwards changed into Padmakoéa hands.
Its another name is Aralakataka.

183. Aviddhavaktraka—The two hands are to have a
graceful (kwtila) movement after touching [successively] the oppo-
site shoulder, elbow and hands, and the palms [of the hands] moved
are to turn towards the back.

175 (B.180, G.172). ! B.repeats here 164 (B.169)

176 (B.182, G.175). i77 (B.183, ¢.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). ' B.G. read after this a variant of this
deﬁnition. - 183 (B.180, G.183).
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184. Siicimukha—The two Sarpasirah hands with their
thumbs touching middle fingers are to stretch their tips obliquely, - -

185. Recita - the two Hamsapaksa hands swiftly moving
with the palms facing upward This is like the ordinary Recita [of
the hands]. o
186. Ardharecita—The left hand should be as in the
Caturasra and the right hand as in the Recita. '

187.  Uttanavaficita—The two Tripataka hands are slightly
bent obliquely and the shoulders and the’elbows are moved.

188.  Pallava—the two Pataka hand joined atrthe wrist.

Nitamba—the two Pataka hands taken out from the shoulder
[to the hip].

189, Keéabandha—the two hands moved out from the
hair-knot (kestbandha) and held on the sides.

190. Lata—the two 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,

192. Paksavaficitaka—one Tripataka hand placed on the
waist and another on the head.

193.  Paksapradyotaka—the Paksavaiicitaka *hands chang-
ing places (i, the hands placed on the waist to be put on the
head and vice versa).

194. Dandapaksa—the two Hamsapaksa hands moved
alternately and then held out like o staff,

195. Urdhvamapdali~the two hands to have circling
movement near the upper region (i.e, the upper part of the body),

184 (B.191, G.184). 1 BG. read after this a variant of this definition,

185 (B.193, G.186), 186 (B.194, G.187),
187 (B.195, G.188). 188 (B.196, G.189),
189 (B.197, G.190), 190 (B.198, G.191).
191 (B.199, G.192). 192 (B.200, G.193).

193 (B.201, G.194). 194 (B.202,G.195): 195 (B.203, G.196).

THE NATYASASTRS" ' [IX. 18¢. -
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Pardvamandalt—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. )
197.. Urahpar§vardhamandala—the Alapallava (Alapad-
maka) and Arala hands moved by turns above the breast and on
the sides.

198. Mustikasvastika—the two Katakamukha hands bent
at the wrists acd moved round.

199. Nalinipadmakosa the hands to be moved by turns
with Vyavartita and Parivartita Karana.

200. Allapallava—the two hand to have the Udvestita
Karana in their movements.

Ulbana=the two hands to be stretched up and waved.

201. Lalita—two [Ala)-pallava (Alapadmaka) hands to be
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 Karapas,

The 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
classes are : Avestita, Udvestita, Vyavarita and Parivartita.

196 (B.204, G.197). 197 (B.205,G.198). 198 (B.206, G.199).

199 (B.207, G.200). 200 (B.208, G.201). 201 (B.209, G.202).

202 (B.210). ' G.omits this. 203 (B211). ' G. omits this.

204 (B.212, G.208). ! This Karana is evidently differently from the
K. mentoned in NS. IV. 62ff.  205-206 (B.213-214, G.204-205).
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207. Avestita: When the fingers beginning with the first
one (the forefinger) 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
Udpvestita.

209. Vyavartita: When fingers beginning with the last
one (the little finger) are gradually pointing inwards at the time
[the hand] moves round the Karapa thus produced is called
Vyavartita. .

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

Parivartita,

911. 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-
cribed ten [movements] of arms : Tiryak, Urdhvagata, Adhomukha,
Aviddha, Apaviddha, Mandala, Svastika, Aficita, Kuficita and
Prsthaga.

214. O 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.

Here ends Chapter IX of Bharata’s Natyagastra
which treats of the Grestures of Hands.

207 (B.215, G.206). 208 (B.216, G.207).
209 (B.317, G.208). 210 (B.218, G.209).
211 (B.219, G.210). 212 (B.220, G.211).

213 (B.221, G.212). 214 (B.222, G.213).



CHAPTER TEN
THE GESTURES OF OTHER LIMBS

The breast

1. The breast is known to bao of five kinds : Abhugna
(slightly bent), Nirbhugna (unbent), Prakampita (shaking), Udvahita
(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 oncself 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.
8. Udvahita (raised)—the breast raised up.
(Uses) s in (representing) deep breathing, viewing some lofty
[object], and yawning.
9, Sama (natural)—All the limbs being in the Caturasra
-and with Sausthuva the breast will be called Sama (natural).

1 (B.IX.223, G.1). 2 (BIX.224, G-2).
3 (B.IX.225, G.3). 4 (B.1X.226, G.4).
5 (B.IX.227, &.5). ! B.G. read after this an additional*eouplet-
6 (B.IX.229, G.7). ) 7 (B.IX.280, G.8).

8 (B.I1X.281, G.9). 9 (B.IX.232, G.10),
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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
(raised), Prasarita (extended), Virvartita (turned round) and
Apasrta (drawn away).

12-15. Nata (bent)—the waist slightly bent, one side slightly
bent, one shoulder drawn away slightly.

Unnata (raised)—The other side [on the assumption of the
Nata 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 (tarned round)—the Trika (sacrum) is to be
turned round.

Prasrta (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,
Apasrta (drawn away)—in returning,

These are the uses of sides. Now listen about those of
the belly

The belly

18. The belly is of three kinds: Ksama (thin), Khalva
(depressed), and Pirna (full).  OF these, the thin (belly) is Ksama,
the bent is Khalva and the full belly is Piirpa.

10 (BIX.233, G.11), 11 (B.IX.234, G.12).
12-15 (B.IX.235-238, G.18-16). ' B reads #:ivartita.
*16-17 (BIX. 239-240, G.17-18). . 18 (B.IX.241, G.19),
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' . i Uses of the belly

.

19-20. Ksama, (thin) : in laughter, weeping, inhalation and
yawning.

Khalva (depressed) : in sickness, penance (fapas), weariness
and hunger. .

Piirna (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

91-24. The waist in dance and drama is of five kinds, viz.
Chinna (turned aside), Nivrtta, (turned round), Recitd (moved
about), Prakampita= Kampita (shaken) and Udvahita (raised).

Chinna (turned aside)—in turning the middle of the waist.

Nivrtta (turned round)—in turning to the front from the
reverse position.

Recita (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,

Uses of the waist

95-26. Chinna (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,242-248a, 244a, G.20-21). ! B.G. read an additional he-
mistich between 20a and 20b.
21-24 (BIX.244b-248a, G.22-25). ! B.G. read differently.
25-26 (B.IX.248b-250a, G.26-27),
25
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Udvahita (raised) : in the [movement of] corpulent [persons)
and the amorous movements of women.
The thigh

27-30. The thighs have five conditions, viz. Kampana
(shaking