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PREFACE TO THE SECOND EDITION

Though there was a constant demand for it, the transharion of the
Nityasastra vol, T (l-XXVII) which was out of print in 19359, could
not be published earhier for a variety cf reasons.  The most important
of these was chat the text nhich was reconstructed earlier and made
the basis of translation, had to be revised very carefully aftera study
of the materials which accumulated during the years ollowing 1ts
publication, These include not only the solumes 1L and IV of the
Baroda edition of the Natyasistra, but also some other works. Among
these latter mention should be made of Dr. Indu Shekhar's Sanskrs
Drama (Lerden, 1960) 1n which lie has made an up to date stody of
certain aspects of the history of ancient Indian theatre.  This work
based on all available macenals 1s highly suggestive, and will prove
useful to scholats. The nexe werk of importance 1s an annotated
translation of the Natsks-lakssnsratnabois by Professor Dillon and
others (Transacuions of the American Philesophical Society, New
Secies vol. 50, Part o, Philadelphia). It 1s a meritonious work.
Besides, 1t shows cleatly to what extent a text compiled 1n the Jines of
the Nityaidstra more than six centurics before ovr time, has become
unintelligible,  From the face thar the threc learned authors of
this work could not be unanimousona number of points, one
will easily appreciate the difficulty of editing and interpreding the
basic work which was compiled most probably moere than two
millenivms ago, Besides these works, there are a2 few asticles
en some relevant topics which appeared in different journals.
Publication of the present author’s critical et of the Natyasastra
vol. Il (XXVII-XXXVI) has also made the tevision more fruitul,
It may b: mentioned here thar due to the very corrupt pature of
this part of the text treating of music and some aspeces of theatre,
it was uot possible to prepare eatlier & tolerably critical vmiown/_o"f
this; and at onc stage of the work, it was seriously thonght chat
the attempe should be given up. But fatc willed otbrcf’xﬁic. Alcer
a sccond thought I reconciled myself with the sgf \rsﬁt'c/of the.
MSS, as well as printed materials, and dccilclcd.;/ﬂ‘g P}“%‘.ﬁe results
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of my studics, however, impecfect they nught be, at the disposal of
scholats.

Ie was regretted 1n the beginning that due to serious reasons the

+ T of the text could not be ssued 1n 1951 along with the
translation,  For, the text not beng avatlable, scholars were very much
handicapped 1 using the transtation, although the essential vavianes
as well as sources from which the text was made out, had been men-
voned 10 the footnotes more or less tn detal.  Now having revised
the unpublished entrcal text (1ssucd 1n a separate volume) I have no
longer any complant thic the publicaion was delayed so long,
Readers, | may hope, will have at present a better worh.  As for the
fiest editon of the translaton, this can be said that in spite of s
draivbachs due cluefly the comparauve inadequcy of the basic text,
1t has not been altogether fruidess,  For, the extene to which 1t has
sumulated duning che last sixtecn yeats the study and researches 1
the Nipyassistra, may be considered a sufficient defence for s
publication,

I may now fecl quite happy to place before the scholars a second
ediion of the transtation. Though obstacles m the way of dus
undertabing have been many and varous, 1 have tackled with them
as best as [ could, and may hope that the scholars wall have this ume
a heteer facthity not only to assess the value of my work, but also to
make, 1f they would like, new contributions to the study, of wluch
there will be some scope, for 3 long time.

In the present Introduction some paragraphs have changed the ¢
places and new ones have been added.  And some porons of it
have been transfested to the Introduction to the text.  Bur for the
comventence of the readets of the present volume, the discussion ont
the datc of the worh, which form an intregral pare of the cnnical
edition of the zex, has been brietly repeated here, This may be justificd
on the assumpuion thae the readers who would study the N“ﬂ“‘“““
through a eeanslation anly, ate hiely to be quzrc zi?{ﬁmmls " As o
the body of the translation, 1t has been lhum}lghr rcvlﬂﬁ and
attempt has been made here and there, to throw some fresh hgbt on

cettain aspects of the ancient Indian theatre and dramaturgy, which

sscaped the author’s atrention earlier.  To render this volume more, S+
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useful ewo indexes have also been added. It may be repeated char
the presene worh as likely to be more helpful to readers.  But in
spite of this assumption, the author hoows the limitavion of us work
which had to be carmied on wnaded under diffcult circumstapess.
He will be amply renarded if the present edition of the translatton
would sustain for somc time the intetest of readers who ate amare
of the great value of Indi’s culeure

Caleutrs, 14-5-67 The translator



xii ABBREVEATIONS AND SYMBOLS

Madbyama.

Milati,

Milavs,

MG.

Nitakalalsana. }
NL.,

ND.

NS,

Pafic,

Pr. P,

Prak,

Pratimsd.

Pratya,

Ps

PSM

R., Ram,

Ratna,

RS,

SD.

SR.

Sr Pr.

Svapna,

Uttara,

Vr R.

Oru.

Wekaam,

... Bhisa’s Madhyamavyiyoga.

.. Bhavabhiin’s Malatimadhava.

«. Kahdisa’s Malvikagnimitra,

+.. Coomaraswamy’s Mirror of Gesture.

.. Natyagastra,
Pancacitra.
.. Praknia-Paingala,
Pralarana,
. . Bhisa’s Pratima-nataka.
Bhisa’s Pratyfi-yaugandharayana,
... Paniniya-Siksa.
«. Phia-sadda-mahanniro,
.. Rémdyana
Sribarga’s Ratndvali.
« Kalidasa’s Rtusambara
Sihityadarpana
. Sirngadeva’s Samgrtarandhara
--» Bhoja’s §rngdraprakisa
<. Bhisa’s Svapayasaiadatta
Uttararzmacarita of Bhavabhit,
Vrttaratnahara
... Bhisa"s Orubhanga,
« Baluiesd o \laovunsoe adiiyn

N B. The word “State” or “States” should always be
preceded by “Psychological”, and “Transitory”™ should be read as
“Complementary Psychological.”

.. Sigarapandin’s Nafakalak saparatnakosa,

.. Ramacandra and Gunacandra’s Nityadarpana

read as

(a) Numerals preceding the paragraphs of the translatlon relate to
the ser1al number of couplets in the original. When the same
1s repeated 1n two consecutive paragraphs, in the first place it will
tndicate the first hemistich and in the second the second hemistich,

(b) Roman numerals relate to the chapter of the N§ adited by lh’:;,‘

author.

number

S

(c) For the manner of referriag to dramas, see under ll{e ,yi’s‘a-

nataka-cakra in the Bibliography (Original Texts)

*
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INTRODUCTION
I THE PRESENT \WORK

1. Scope and Importance of the Naryaidstra

1. The Naryafisra writen tmore than o mulleams agol 1s
2 unique worh of Indian licrature. Though the title relates to
theatre, 1t is 10 fact an encyclopedia dealtng with all possible subjects
connected with the stage. This voluminous werh composed almose
entirely 1n verse (abour 6,000 coupless) with a sprinkling of prose
and divided into thutysix chapters, contans besides other valuzble
data on the history of ancrent Indizn culture, discussions on the
following topics®.

1. Mythical ongin of theatre, 1s comng down on the earth,
(L XXXVL);

n. Construction of a playhouse, a stage, 3 nring room and
auditorium ctc., cercmontes relating to the constructon (I, 1) ;

ut. Prcliminaties to-a dramauc petformance-  ceremonies includ-
1ng songs chants, dances and instrumental music (V) ,

v, Chorcogmphxc elements. dance, gestures and movements of
different patts of the body (head, nech, eyes, hands legs etc.) and
body n some conventional postures {LV, Vill, XII1) ,

v. Costumes and make-up (XXIII)

vt. Classification of plays, analysts of thetr structute (XX, XA,

vi. Pocuc aspeces of plays and metres and figuses of speech
used tn them (XV, XVI, XVID) ,

v, Theory of music, metces of songs, chanes, clocution, modes
of playing instrumerts {Vinds, Butes and drums) and Tilas (ame-
measure) to be observed duning songs apd playing of instruments
(XVHLXXXI) ,

1. Roles and characters in plays ther classification,, description,

on £
t Grosser, Introducnion, pp  vil ¥1 1, mote 3 See alio the Tnttoducw

the Text, Section 1V,
3 Grosser, Introduction, pp xn-xu

a



xvii THE NATYASASTRA

and training of actors and actressss, members of theawical woupes,
and quelification of an ideal stage-manager (XNXIV-XXXV) :
x. Criricism of a dramatic performance (XX V1) ;

3. Some of the topics, cspecially an analysis of typical plays
and their poetic aspects (nos. vi 2nd vit) may appear to be superfluous
in connection with the production of plays. But this s not actually
so. For during the early period of Induan drama, independent play-
wrights as a class were non-cxistent, and every troupe had ns own
playwright who 2ccompanted it from place to place, 2nd unhzed Jocal
h.story and legends to compose plays for entereaining 2 large number
of peoplc as well as for adding to s repertowe. It mas with a view
to help such playwnights thar the author of the NS, discussed n
denail the swructurzl design of the vamous types of play and ns
elaboratian. It is not known 1f Abhinavagnpea looked 1nto this
matter in such a light; soll his reply to the anucipatsd cincism was
that *4e {the Natyasistra) 1s for the gmdance of playwnghts as nell
as of producers.””®  As drama 10 any form 15 pnmanly 2nd essendially
a specracle, an acquaintznce with the rules of s production should
be considered indispensable for playwnghrs. For it 15 a wellknown
face that good many literary dramas are not taken vp for performance,
because they are oot smtable for bemng put up on the boards.
The author of the Natyaiastra was evidently conscrous about this close
connection berween the lmerary and technical aspeces of chearrical
production, and treated both of these with almost equal care. Hence
his work naturally assumed the form of an encyclopedia. It is
therclore no wonder that ¢his was often quoted and geferred to by
authors who wrote afterwards on gestures, poetics, prosody, music
and even Praknr grammar, With equal jusdfication it was also
utilized by commentators of diferent Sansheit and Prakric plays.
All the later writers on dramaturgy depended grearly if not exclusive-
Iy, on this valuable work, and acknowledged their debt to the
maythical Bharata,

3. Topics of the Natyafastra discussed above are, howeser,
principal ones, and many minor onss come up from time to time.

3 Seenotegp. 1.
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This shows to what extent the ancient Indian writers were ready o go
into dezails to clanfy the subject in hand.  But 1n spite of our preat
respect for the author, 1t would be idle to pretend that he followed
a plan that can quute satisfy the modern readets:d Thus, however, may
rot prove o be a handicap 1n following his main lines of treatment,
The real difficuly about understanding and snterpreting his grear
work comes from fes pecoliar texrual tradinon,’ which developed
obscunities through being copied and rocopied for persons who were
Liter cut off from che onigtnal eradition.  And 1t 15 probably on thus
assumption that one can explain the fact that from about the seventh
century, 2 number of talented scholars began to study the work closcly
and wtite commentantes on 1.*  Abhmavagupta (3bour roth-11th
century) was pethaps the last greac name amongse them”  His work
alone has fuckily come down 1o us, though not 1 accurate and com-
plete manuscripes.  Publicanon of this commentacy® as well as che
very useful work done by 2 numbet of modern scholars® has consides-
ably reduced the inal difficulty of studying with profit the contents
of the NS, A brief hestory of all this wall be necessary for realizing
the nature and magnitude of the task undertsken,

2. A Shors Hustory of the Stady
4. Since the West came to bnow of the Sansksit drama through
Willam Jones’s translauion of the Sahuntali (the popular name
of the Abhyjiina-$akuntalam)?® the nature and orign of the anaent
Indian theawe, have always incerested schofars, especnally the Sans-
Yritiss, al} over the world. H. H. Wilson who published 1n 1826

Grosszt, lutzoduction, p v
Sce Intradecuon to the Teas, & 11e12
wid § 31,
thid, §5 3233,
Published from Baroda, 1g36-1964.
g DR Mazkad, V. Rughavaa, M. Dillon, 3nd others  For dewnls sec the
Blognrhy,
10 Sacwontali ccshe Fatal Ring  Traulized from the ouginal Sersant
32d Pracrina, Calonne, 3789

wN o



xx THE NATYASASTRA

the fiest volume of s famous work on the subjece? deploted that the
Nityasastra, mcntioncd and quoted in several ofd commentarics
and other works, had been lost for ever.  F. Hall who published in
1865 his edition of the Dafariips,?® 2 late work on dramaturgy, did
not see any MS. of the Natyalistra ull the printing of his work
had preatly advanced. And for the ume being be published the
relevant chapters of the work™ as an appendix to his Dasariipa.
Afterwards he undertook to critically edit the MS. of the
NigyaSastea he bad acquired; buc this venture was subsequently given
up.t* In 1874 W, Heymann, a German scholar, published on the basis
of South Indian MSS, discovered up till that datc a valuable acticle on
the contents of the Natyafistral® The French Sanskmeist Paul
Regnaud published 1n 1880 chapter XVII®, and 1n 1884 chapter XV
(in parc) and the chapter XV of the Natyasastra with cranslation.
This was soon followed by his publication of chapters VI and VILin
18841, And ]. Grossct, another French scholar and a pupil of Regraud,
published later (1n 1888) 1tes chapter XXVIH, (with 2 eranslation)?
which treated of the general theory of Indian musie.

5. Buc che different chapters of the work and studies on them,
which were published up wll 1888, though very helpful for the
understanding of some aspects of the ancient Indian dramarte works,
cannot be said to have thrown 2ny considerable light on the exact

11 Seleet Specimens of the Theatre of the Hindus (3 Vols), Calaurta,
1826.1827,

12 The Dasarupa of Dhananjaya (Bibliotheca Indica), Calcutta, 1561-
1B65),

13 Chapters XVIIL-XX, XXXIV,

14 Hall began to publish the only rncomplete MS. which he procured.
Grosset saw some proof-shects and the copy of the work which nas abandoned,
See his Introduction, p. in.

15 Ucber Bharatzs Nityafistram in Nachnchten von der Kdnighschen
Gesselschaft der Wissenisehften, Gatingen, 1874, pp. 868 (Ref. Grosset, p, 1)
ID. pp. 2-3.

16 Annales du Musée Guimet, Tome 1. 1880, pp Bsf.

17 Annales du Musée Guimet, Tome I1, 1884, pp 656

18 Rhetorique sanscrite, Paris, 1884,

19 Contribution i Jétude de Ia musique hindou, Lyon 1888,
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nature of the ancient Induan plays, espectally the manuer of ther
production on the stage.  Sylvan Léw’s Le Théitre indien (x890) 1n
wiuch he discussed comprehensnely the contributian of bus predeces-
sors 10 the ficld and added to 16 greatly by lus own researches, made
unforrunately no preat progress in thus speaific direcion,  Though he
had access to three mare ot less complere MSS, of the NS., Léw docs
not seem to have made any sertous attempt to make a close study of
the entiee wotk except 1ts chapters XVI-XX (XVIILXXI of our text)
and XXXIV. The reason for lus relauve indifference to the contents
of the major porion (pearly mnetenths) of the work seems to be
principally the cormpt nature of bis MS marenals, Like s predeces-
sors, Léwi paul greater attention to the stady of the lierary form of
anctent Indian plays with the difference that be nnilized for the first
tine the relevane chapters of the NS, to chech the accuracy of
statements of later writets on the subjece like Dhanafijaya?” and Vidva-
nitha® who prafessed thew dependence on it But wharever may be
the drawback of Lévt's magnificent work, 1t did an excellenc service
to the tustory of anciene Indian desma by focussing the arcenuon of
scholars on the great importance of the NS,  Almost smultancously
two Sansketists in Indra as well as one i the West wete planning
tts publicaton  In 1894 Pandics Shivadatta and Kashinath Pandurang
Pagab published from Bombay the original Sanskrit texr of the wark 1
Tins was Followed 1 1898 by J. Grosset’s crttical editton®? of 13
chapters EXIV bascd on all the MSS, avarlable up till that date,

6. Though nearly seventy years passed after the publication
of Grosset’s mcomplete editon of che NS 1o sull remains one
of the best specimens of modern Western scholarshup, and thouzh
1 the bight of the new matenals avalable, 1 1s posstble ho\w: a days
to imptove upon his reconstruction tn a few places, Grosser’s work
will sutely remain for a long time a landmark the fustory of ¢lic

————— e

20 The author of the Dasarupa Sce nate 1z above

21 The suthor of the Sibitgadarpane

22 Kivyamalano 42. Bombay, 1894, - - ]
23 Trané du Bharata sur e théitee Textc sanscure Edinon enugue.

Tome L Partic 1 (Annales de I'Unwerssé de Lyon) Fasc, 40 18(98'» [
o
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study of this important text. It is a pity chat this very excellent
work remains unfinished.  But 4 face equally deplorsble is thar it
fatled to ateract sufficienc attention of scholars interested in the subject.
Incomplete though 1t was, 1t nevestheless contained a good portion of
the roles regarding the presentaion of plays on the stage, and included
valuable data on the erigin and nature of ancient Indran drama ;
but no one seems to bhave subjecred 1t to the scarching study nt
desesved,  Whoever wrote on ancient Indian plays afeer Lév1, depend-
ed more on his work than on the NS, wuself, even when this was
available (at least 1o a substancial part) in a cnitrcal edinon. It may
very legiumately be assumed that the reasons which conspired to
render the NS. rather unateracuve included among other things, the
difficulty of this texe which was not yet lluminated by a commentary.

7. Duscovery n the fest quarter of the present century of the
major portion of such 3 commentary written by the Kashmirnan
Abhinayagupea® scemed to give, howerer, 2 new mipetus to the study
of the work, And it appeared for the nme being thar the NS,
would y1eld more sccrees treasured  the body of fes difficult texe,
But the publication 1n 1926 of the first volume of the Baroda cdirion
of the wotk (ch. I-VI)* including Abhinava's commentary, disllu-
sioned the expecrant scholars. Apact from the question of merie of thes
commentary and ns relation to the available vetsions of the NS.,
1t suffered from a very faulty transmussion of the rexr.  Not only
did 1t contan numerous lacunae, but quite a number of s passages
were not liable to any definite 1nterpreracion due to their vitrated
nature.  OF this Jatter condition the learned editor of the commentary
says, *‘the ongtnals are so incorrece thata scholar friend of mune is
probably justificd in saying that even 1f Abhinavagupea descended
frem the Heaven and saw the Mss. he would not easily restore his
original reading. It is 3 facr an impenerrable jungle through which
a rough path now has been traced”. The textual condidon of

24 Dr. S K. De seems 1o be the first in announcing the existence of 2 MS,
of the commentary a0d 10 recommending 1rs publication  See his Sansknr
Poctics, Vol 1. pp r20-121,

25 Edited by M Ramaknshoz Kavi and published in G,0.5. in 1g26.
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Abhinava's commentary on the rematning chapters published later®
is also not apprecrably berter.

8. But whatever may be the real value of the commentary, the
firse three volumes cf the NS, pubhished from Baroda, which were
avowedly to give che texe supposed to have been tsken by Abhinava-
gupta as the basis of hts worh, presented also considerable new 2nd
valuable materials in the shape of varant readings collated from
numerous MSS. of the text as well as from the commentary, These
smettmes throw 2 new light on the contents of the work A seudy
of these togecher with 2 new and more or less complete text of the
NS published from Benares in 1929™ was justifiably considered 2
d-sideratom,  The pretent work has been the resule of such a study,
and in it has been given for the first tune 2 complete ranshanon®™ of
the NS, based on a text™ oritically seconstructed by the author.

2 The Bastc Tex:

g, The texe of the NS, as we have sesn was nor avalable i 2
complete critical editton, and Joanny Grossee’s texe (Pans-Lyon, 1898)
does not go beyond the chaprer XIV.  Hence the teanshator had 10
prpare 2 crmeal editton of the remaining chaprers before tabing uwp
the transhuen.t®  For this he depended prinaipally upon Ramaketshna
Kar's ediron  (Batoda, 1926-1934) including  Abhinavagupta’s
commentary, as well as the Nirmayasagar and the Chawhkbamba
chtions (che firse, Bombay 1893 and the second, Bemares, 2929).
As the text of the N§. has been avatable in two disunct recenstons,
selzcrion of readings mvolved some difficuley.  Alfter the most careful
conuderation, the transtator has thought 1 prudent © adopt readings

26 Publihed between 1936 and 1965 under the edirorship of M R
han,

27 8t Bhatatamun-pranitam Naryafistrara
g2

; 25 The firse edition of the manslanon Vol 1 {1 XAVY) publubed by the

Asiine Society, Caleutea, 1941 and Vol 11 (RXVITONVD) 12 1651

29 The Val, 1 (CXVIII-KX V) of the texc was publuhed by the Asune
Soctery 1 1955, and the Vol, 1 (CXVEL) has been published By the. present-
publishers,

36 Sec the note above,

{Kesks Sarshnt Serses) Benares,
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from both the tecensions, whenever such was fele necessary from the
context ot for the sake of coherence, Bur no serious objection may
be made agzinst this rather unorthodox procedure, for A. A.
Macdonell in his criucal text of the Brhaddevaid (Cambridge, Mass.
19o4) has actually worked mn chus manner, and J. Grosszt too in bis
edition does not give unqualified preference €o any recenson and
confesses that duc to conditions pecultar to the INS. s texe has
‘un caractire largement éclectique” (Introduction, p. xxv) ; but he
fuccher says *nous n’avions pas 'ambition chiménique de tendre 3 a
reconstitution du Bharata pnimiuf.....(loc. en.). This 15 a too
pessimistic view.,

3. Dffsesluces of Translatton

1o, If the reconstruction of the texc was, for reasons stated
above, not an easy affait, its interpretation was also no less difficule.
As the tho questions are intimately related with each other, 1t 1s not
possible to say which should come up first.  Though 1t 13 an admirteed
princeple that the text of a work must be seutled before st can be
mnterpreted, yer 1t ts equally true that the text cannot be reconstructed
unless one has a sufficient Lnowledgc of 1ts contents ; and this is
particularly true in case of NS, which has a complicated texe-history
of 1ts own. Due to this Pc:ullar t:x:-hlstory,‘-! the NS. offered
difficulues o the commentators of the pasr as well as to scholars
who began to study 1t mn modern times. Hence the present writer
thought of raking up ar ance both the works.  This appeared 1o be
the best way of rightly interpreting the text.

4. The Form of the Translatron
11. Thoogh the translation bas been made lieeral as faras
possible cxcept thar the stock words and phrases inzoduced o Al
up incomplete lines have been mostly ignored, ic has been found
necessary to add a number of explanatory words [enclosed in rectan-
gular brackets] in order ro bring out properly the exact meaning of
the condensed Sanskric original. Technical terms have often been

21 See Introduction to the Text §8 11-12.
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tepeated (within curved brackets) in the translation 1n their basic
form, especially where they are explained or defined. In cases where
the technical terms could not be lieeeally rendered into English they
were weated in two different ways: (a) they were given m
romantsed form with mial capual letters e.g. Bhina and Vith
(XX. 1074108, 112-113), Nydya (XXII, 17-18) exc. (b) Words
given as translation have been adopted with a view to ndicating as
far as passible the exact significance  of the ongmnal, eg.
Paychological State (bbiva), Sentiment (rasa), (V1. 33-34), Duscovery
(prapts), Persuasion (ssddbs), Parallehism (wdaharana) (XVil. 1), Vital
Drop (bindu), Plot (vastn) (XX, 1 5), Explanatory Devices (arthopakse-
paka) erc.  Lest chese should be taken in theic vsual English sense
they are distinguished by mitial capical letrers.  Constantly occurning
optative vetbal forms have also been mostly ignored Such verbs as
kurydt and bbaves cte, have frequently been rendered by simple *18’
or an equivalent indicative form , and nouns used 1 singular number
for the sakc of metre have been silently rendered by those in plural
number and vsce versa, when such was considered necessary from the
context.

5. Noates to the Translation

1z, Notes added to this valume fall generally 1nto two categories.
() Explanatory. These saclude among other things references to
different works on allied subjects and occasional shore extraces from
the same.  Abhinavagopta’s commentary nacurally occupies a promi-
nent place among such works, and tt has sometimes been quoted and
often referred to. Bur this does niot mean that the worth of this worh
should be unduly exaggerated (b) Materuals for Comparatsve Study.
A very old texe hike the NS, not illuminated by anything like a com-
plete and lucid commentaty, should naturally be studied in comparison
with works treating of similar topics dizectly or indirectly. Hencs such
materals have been carefully collated as far as the resources at the
author’s disposal permiteed,  But even when supplied with these
notes, teaders of the translation may have some difficulty 1n reconstruct-

B . 4 Y I 1 A e ]
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ing from the work written in 2 diffuse manner, the picture of the
anceent Indian drama in its theatrical as well as literary aspect as it
existed in the hoary antiquity. To give them some initial help the
theory and practice of the ancient Indian drama have been briefly
discusscd below together with other relevant matters.

li. THE ANCIENT INDIAN THEORY OF DRAMA

1. Meaning of Natya

13, The word “Natya” has often been translated as *drama’ and
the plays of ancient Indiz have wndecd some pomnts of simulaniey with
those of the Greeks. Buton a closer examination of the technique of
their production as described 1n the NS. ancient Indian dramas cepre-
sented by the available specimens, will appear to be considerably
different.  Unless this rmportant fact 1s borne 1n mind any discussion
on the subject 15 liable to create a wrong impression.  As eatly as
18go Sylvain Levi (pp. 423-424) nouced that Indian Natya differed
from the Greck drama from which the Westerners derived  their eatly
conception of the art.  On this he says, “Le nitaka par s2 nature
autant que par son nom se rapproache de la dance scénique; le drama
est I'action méme" (Joe, cit). But this statement needs ample clari-
fication.  For rcasous stated above Lévy could not property utilize in
this connection the NS, which contains  sufficient materlals throwing
light on the question,

14. The essential nature of the Natya dertved from ses etymology
cannot by any means be called fanciful.  For in the Harivam$a®® we
mect with an expression ke ndgakam manrtub (they danced a play)
and the Karpiramafijari (c. 1000 A.C.) has an expression hike saztaam
pacadsveam (a Sattaka is to be danced or acted)3*  The terms hke
riipaka ot riipa (representation) and preksa (spectacle), all denoting
dramatic works, also characterize anctent Indian dramas and show their
difference from the drama of the Geeeks who laid emphasis on the plot
and not on the spectacle, Of the six pates of the ¢ragedy, the mose
typical of the Greek dramatic productions, Aristotle puts emphasis on

33 Visnupatva, ch, g3, 28,
34 2nd ed, by M. Ghosh p 8o,
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the fable oc the plor, and constders decoration to be unimportant,. On
this point the philosopher says:

“Terror and pity may be raised by decoration—the merc specracle,
but they may also attse from the circumstances of the action 1self,
which is far preferablc and shows a supcrior poct. For the fable
should be 50 constructed that without the assistance of the sighe us
incidents may exctte hortor and commisseration 1n those who hear
them only; % % % But to produce this eficct by means of the
decoration discovers want of art mn the poer, who must also be
supplied with an expenstve appatatus™ (IL X1H).%

15. But 1n case of ancient Indian dramas the decoration (1c. the
costumes and make-up) mostly plays 2n important parr, Equally with
five other eclements, such as gestures and postutes (angika), words
(vdcikd), the representation of the Sattva, 1t gives the Nitya its
characteristic from.  But 1n the theatre of the Greeks, 1t was not the
case. In the performance of tragedies, for example, they did not care
much for the speetacle, if the declamation  was propetly made. For
Aristotle nmself says thar, “‘the power of tragedy s felt wichout
representation and actors™ (1. I11).2

16.  Another peculiarity of ancient Indian dramas was thewr
general dependence on dance (nstta), song (gits), and nstrumental
music (tadys). Though the chorus of the Greck tragedy introduced
in it some sort of dance and songs, the function of these clements
seems to have been considerably different in the ancient Indian drama,
Indian plays were produced through words, gestures, costumes, make.
up, songs and dances and the instrizments were played during che
performance whenever necessary,  Buc these different clements did
not play an equal part mn all the plays or their different types.
According as the emphasis was to be put on words, music, or dance,
a play or jts indwvidual part partook of the nature of what the moderns
would call *drama’, ‘apera’, *ballet’ or *dramauc spectacle’s”  Due to
this nature, the ancient Indian drama which connected itself in many

35 Poetics, (Everyman®s Library) p. 27-

36 dbid.p. 17,

37 HH. Wilson, On the Dramatic System of the Hindus, Calcatra, 1827.
pp. 16, 20,



xxvin THE NATYASASTRA

ways with song, dance and instrumental music, had a heerary form
which was different from that of the ancient Greeks.  But it was not
only due to its literary form, but also due to the rechnique of its
production on the stage that the ancicnt Indian drama received s
special character.

2. Four dspects of Drama

17. To understand the technigue of dramatic production ene
nust have knowledge of the Styles (uretd) of dramatic production
described in the NS. (XXII). These beng four in number ate as
follows: the Verbal (bbarari), the Grand (sartvati), the Energetic
(drabbas) and the Graceful (kaiski), The theatical presentation
which is characterized by 2 prependerating use of spaech (in Ske.) and
in which male characters are to be employed, s said to be 1n the
Verbal Style (XX1I, 25f.). This is applicable mainly for the evocation
of the Pathetic and the Mervellous Sentiments.  The preseneation
which depends for its effece on various gestures and speeches, display
of strengeh as well as aces showing the rise of spirit, is considered to
be in the Grand Style (XXIL. 388.).  This 15 applicable to the Heroic,
the Marvellous and the Furious Sentiments. The Style which includes
the presentation of 2 bold person speaking many words, practising
deceprion, falsehood and bragging and of falling down, jumping cros-
sing over, doing deeds of magic and conjuration etc., is called the
Energenic one.  This is applieable to the Terrible, Odions and the
Furious Seatiments (XXIL 55f]). The presentation which s specially
interesting on account of charming costumes worn mostly by female
characters, and in which many kinds of dancing and singing are
included, and the themes acted relatz to the practice of love and its
enjoyment, is said to constitute the Graceful Style (XXIL 47f). Icis
proper to the Erotic and the Comice Senuments.

18. From a carcful examination of the foregoing descriptions
one will sce that the Styles, excepting the Graeclul, are not mutually
quite exclusive in their application, On analysing the description of
diffcrent types of play given in the NS., it will be found thar che
Nitaka, Prakarana, Samavakira and Thimrga may include all the
Styles in their presenation, while Dina, Vy3yoga, Prahasana, Utsrsti-
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kifks, Bhina and Vithi, only some of these (XX. 88, 96) Hence
onc may call into question the soundness of the fourfold theoretical
division of the Styles of presentation.  But logically defective though
this division may appeat, it helps onc greatly vo understand the prevail-
ing characeer of the production of a play as it adopts ene or more of
the Styles, and gives prominence to one or the other. Tt 1s a vamation
of emphasis on thess, which is responsible for giving a play the
character of a drama (including 2 dramauc specracle), an operaora
baller.  Considered from this standpoint, dramas or dramatic spectacles
like Nipaka, Prakarapa, Samavakara and Ihimrga may n their
individual Acts, betray the charactersstics of an opera or a ballec,
The Prabasana, generally an one Act drama, to be presented with
attractive costumes and dance, may, howaver, to some extent, parsake
of the natuce of 2 baller.  Dima, Vithi, Bhina, Vyiyega and Utrsu-
Lioka scem to bz dramas devord of much dance and colourful

costumes.

3. The Theory of Imstation

1g9. Alter formung a genetal 1dea of Nitya, from the vanous
terms used to denote it, onc should enquire what zncient Indian
theorists exactly meant by the cerm (Nitya) or what they regarded as
being the essence of the dramatic are as opposed to the arts of poetry,
ficion or painung. To sarisfy, our curionity on this point the NS.
gives us the following passage which may pass for a definion of
Narya. “A mumucry of the explonts of gods, the Asuras, kings as
well a2 of house-holders m this world, 1s catled drama” (I, 120).

20, This description has some semblance with Cicero’s view that
“rdrama 15 a copy of Iife, a mirror of custom, 2 reflection of truth™.
For this statement Creero probably depends on Anistotle who consider-
cd that the are in general consisted of imitation (mimesss). But chis
does not help us very much wo ascertain the nature of drama as an
example of “imitation’, For the Greck philosopher nowhere defines
this very essentially important term. So whea he declares that “*cpic
poetry, wazedy, comedy, dythrambics as also for the most pare the
music of the flute and of che lyrc all these are an the mosrgcnm}l
view of them imitations”,® one can at best gucss | how dr:mumu:at:m

38 Poeticy, p. 5.
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Thete scems to be no such diffeulty abour understanding the view of
ancient Indian theorists, The NS, lays down very elaborate rules as 1o
how drama it to make mimicey of the explons of men and abeic
divine or scmi-divine counterpares. It 15 due o che rules of represen-
tation that 20 ancient Indian drama bas been called by che lfater
theorises *a poem 1o be seen’ (SD. 270-271). By this tetm, epicor
narrative poctry and fiction erc. are ac once disungushed from drama
which 1s preEminently a spectacle, mncluding 2 mimicry of actvities of
mortals, gods or demigoeds. It may now be asked what exactly was
meant by the word mimicry (anukarsns) used by Indian theortsts. Did
this mean a perfect reproducnion of the realiyy 2 For 20 ansuer to s

question we are to look o conventions of anciens ladian drama,

4. The Dramatsc Conventions

21. That anciert Indizn theonsts turned their artenmon very
carly o the problem of dramatic representation, and enquired about
the exact place of realism or its absence 1o connection with the
production of a play, 1s to be seen clearly from theit very sensible dni-
ston of the techmeal practice nto “realisuc” (Jokz-dbarmi, ht. populac
nature) and “‘conventional” (ritys-dberm?, lir. theatrical narure).”
By the realusuc practice, the NS, (XEV. 62-63) means the reproducton
of thc natural behaviour of men 2nd women as well as the
other cases of natural presentaston. But from the very elaborate
treatment of various comentions regarding the use of dance, songs,
gestures 2nd speeches cte. by different characters, it is obvious that the
tradition of the anctent Indian theatee recognized very carly the simple
truth that the real arr o deserve the namec, is bound to allow to frself
a certain degree of artificialiry  which reecives jus recognition through
many conventions. One very patent example of this conventional
practice on the stage, is speeches urtered faside’ or as soldoquy.  The
NS, describes (XIV, 64-65) in general the convention as follows:—
“If a play conmins acts modifying tradimonal stories, sepernarural
powers and dusregards the practice abour the langvages, and requires
acting with playful use of Angaharas, and possesses characreristices of
dance, and requites conventional enunciations, and 15 dependent on
divine personalinies, 1t is to be known as conventional (nzfys-dbsrmi)."”
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The Zonal division (XIX. 3-10) of the stage also is another instance
of this kind. Besidzs, there are others (XIV, 11-17),

22, A locality might change with the actor walling a few steps
over the stage.® Any Sanskot play will furmish numerous examples of
this convention  For example, i the first act of the Sakuntald, the
king appears at a distance from Kanva’s hermutage, but shortly abter-
wards he entets it simply by taking a [ew steps over the stage, looking
atound and saying, “This is the entrance of 2 hermicage; let me enter
1. By this kind of convention, the inside and outside of a house
was stmultaneously presented,*® The rule relating to this was as
follows - According to the Zonal division, those who cntered the stage
carlier should be taken as being mside (a house) while those entering
later are to be known as remaning outside 11, He who enters the
stage with the intention of sceing them (e, those enteming carlier)
should report humself afrer turning to the right. To indicate gong to a
distant loealicy one is to walk a good few steps over the stage, and to
indicate going to a place neat by, a short walk only is needed, while a
walk of medium duration would indicate gomng te a place at 3 medium
distance. But in casc a person lcaves onc country and gocs to a distant
land, this is to be indicated by closing the Act in which such an
event occuts, and mentioning the same thing again in an Explanatory
Scenc at the beginming of the next Ace  Examples of some of
these convenuonal rules occur tn the minth  Ace of the Mrechakanka
where Sodhanaka appears first as being at the gate of the courr of
justice, and enters 1t by making a pantomimic movement, then agatn
he goes out to recerve the Jjudge and re-enters the coutc-room after him
by sumply walking over the same stage  And when the judge has
started work, Sodhanaka agan goes out to call for the complamants.
This going out consssts of actually walking a few steps over the stage,

39 Due to this kind of convention, scenes of the Sansknt plays are sot
cleatly separated as they atein 3 modern drama, This puzzled F. Hall who
says:  So far as 15 known, Hindu dramas have always been parted 1nto acts,
but never have they had scenes. It s somewhat to be wondcred at, that the
Hindus, with their inordinate love for subdivision, should have lefr these un-
invented (Introduction to the Dafariipa, p. 28-29)

40 shid
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23 The advocates of extreme realism may find fanft with these
as unnatural, and che 2ccusation cannot be denied; but on a closer
cxamination of circumstances connected with the construction of a play
as well as its production on the stage, it will be found that if the
spectactors ate to demand realism very rigidly, then no thearrical per-
formance of any value, may be possible. Indians of ancient times
never ran after this kind of absurdity. Crities of ancient Indian drama
will do well ta remember this and take cate to understand the scope
and necessity of vatious conventions selaung to the dramatic produc-
tion, so that they may better apprecrate the att of great playwnights
ke Bhasa, Kalidzsa, Siidraka, Bhavabhiiid 2nd Visikhadatra,

5. Time and place 1n Drama

24. Anacent Indian  playwnghes, unlike the majonicy of Greele
tragedians, did never make any artempt to restrice the fictional acton
to a length of time roughly similar 1o that taken up by the production
of a drama on the sage. In developing plots they had not usnally
any restiction on the length of time, provided thar individual
Acts included incidents that could take place in course of a single
day, and nothing could be put in there to interrupt the routne duues,
such as saying prayers or taking meals (XX. 23); and che Japse of
time between two Acts, which might be 2 month or 2 year (but never
mote than ayearfi! was to be indicated by an Introductory Scene
{pravesska) preceeding the sccond one (XX.27-28). Similarly there was
almost no restriction about the locality to which indwvidual characeers,
and gods 1n their human roles were to be assigned, excepr that the
human characters were always to be placed in India ie. Bharatawarsa
(XX. 97).

6. The Unity of Impression

25.  ln spite of having no rules testricting the time and place
relating to different incidents indoded in the plor of a drama, the
playwnghe had to be careful about the unity of impression which
was expected w produce.  For this purposc the NS scems to have
the following devices:

—_—

4t Bhavabhad disregards this rule in the Uttara, in lerting many years

pass between Aces | and 11,
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The Seed (bij4) of the play as well as its Viral Drop (binds) was
always to relate to every Act of the play, and the Hero was sometimes
to appear 1n every Act of to be meationed there (XX. 15,30)

26, An Act wasnot to present too many incidents (KX.24)
and such subsidizry events 25 might affect the unity of impression on
their being diccetly presented, were merely to be reported in an
Intreductory Scene.  Besides this, short Explanatory Devices were
sometimes put tn before an Act, to clarify the events going to occur in
it (XXI, 106-111). All these, not only helped the play to guarantce
an unity of impression, but also imparted to its plot a rapudity of move-
ment which is essential for any kind of successful deamatic production,

7- Criticism of Drama

27. Indians from very eady times constdered 2 play to be essenti-
ally *a spectacle’ (preksd) or things to be visuahized; hence persons
attending the pecfermance of 2 play were always referred to (XXVILL
48-57) as fspectators’ or *observers’ (preksaka)t? and never at agdience
(rot7), although in it there was always the speech-element. This
disposes of the question of judging the value of a drama except in
connection with its production on the stage. This importance of the
reptesentational aspect of a play has posstbly behind it an  historical
teason,  Though i hustorical times we find written dramas  produced
on the stage, this was probably not the case in very catly tumes, and
the dialogues which constitute an important patt of the drama were
often improvised on the stage by the actors,®? and this practice seems
to have continued in certain classes of folk-plays ull the late medieval
tmes.**  Hence the drama naturally continued to be looked upon by
Indians 25 spectacles even after great playwright creators hike Bhisa,
Kalidisa, $adeaka, Bhavabhiti and Vifikhadatra had written their

42 Preksd occumning in the NS, seems to be the same as Pal, pekkba
the Brahmg;ilasuera, sec Lévi, 1 p 54

43 M Wiatermz, Vol, 1, pp. 101-102,

44 'This was witnessed by the present writer in lus early boyhood in the
old-type Yatrds of Bengal, which have now dusappeared alwogether, Sri-Krsna-
Yictz1a of Eally Middle Bengal hrerature seems to have been the musical
feame.work of a Yierd of this kind

[
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dramas which 1 spite of theit traditional form were literary master-
pieces.

28, Now, dramas bewng essentislly things to be visualized,
their judgement should propesly rest wich the people called uvpon to
witness ther,  This was not only the ancient Indian view, cven the
modern producets, 1n spite of their enlisting the service of profcssional
{dramanc) crtics, depend actually on the epinton of the comman
people who attend their presentanion of a drama,  The yudgement of
a drama whnch 1s to depend on spectators has been  cleatly explained
1n the theory of Suceess discussed in the NS, (KXVIE). In this connec-
tion one must take into account the medley of persons who usually
assemble to witness a dramattc pecformance and what varying tastes
and inclinations they mighe  possess. For, this may give us some
guidance as to what value should be put to their judgement which
appears to have no chanee of unuty. In laying down the characteristics
of 2 drama the NS. has the following: “This (the Nagya) teaches
daty to those who have no sense of dury, love to those who are cager
for ns fulfilment, and 1t chastises those who are 1ll-bread or unruly,
promotes sclf-restraint 1 those who are discaplined, gives courage to
cowards, energy to heroic persons, enlightens men of poor intellect and
gnes wisdom to the learned  This gives diversion to kings, firmness
(of mnd) to persons alflicted with sorrow, and (hints of 2cquiring)
wealch to chose who ate for cacomg 1, and ic beings composure to
persons aguated in mind.  The drama as 1 have devised, is 2 mimicey
of actions and conducts of the people, which 1s 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 happincss as well as counsel to them all” (1. ro08-112).

2g. There may be an objection against the foregoing passage that
no on¢ play can possibly please all the different types of people. Buc
to cake this view of a dramatie performance, 1s to deny its prncipal
character as a social amusement.  For, the love of spectacle is inherent
in all normal people and this being so, every one will enjoy a play
whatever be its theme, unless it is to contain anything which is anti-
social in characeer,  The remarks of the author of the NS. quoted
above on the varied profits the spectators will reap from witnessing a
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performance, mezely shows in what diverse ways different types of
play have their special appeal o the muldtudinons spectators.
And his very detailed reatment of thus pont, 1sfor suggesting
what vanous aspects a drama or s performance may have for the
spectators, This manysidedness of an 1deal type of drama has been very
aptly summed up by Kilidim who says, *The drama, 15 to provide
satsfacnion 1n one [place] to people who may differ a grear deal as
regards their tastes” (Mslavi. 1. g), It is by way of exemplifying
the tastes of such persons of different category thar the NS. says:
“Young people ate pleased to see (the presentation of) lave, the
learned a teference to some (rehigrous or philesoplucal} docirine, the
seckers afrer monsy to the topics of wealth, and the passmnl:ss the
topics of Iiberation.  Herore persons are alw:ys Pl:axcd n the Odious
and the Tertible Sentiments, personal combats and battles, and the old
people in Puranic legends, and tales of virrye. And common women,
children and uncultured persons are always delighted with the Comic
Sentiment and remarkable costumes and makeup” (KXV. 59-61).

30. Thesc varying tastes of individual spectators were taken
into consideracion by the author of the N$, when he formolated his
theory of Success. Syccess in dramatic performance wasin his opi-
nion of two kinds: divine (dasoeks) and human (minuss) (XXVIL 2).
Of these two, the divine Success seems to be related o the
decper aspeces of 2 play and came from spectators of a superior order
Le. persons possessed of calture and education (XXVIL 16-17) and
the human Suceess telated to 1ts superfizial aspects and came from
the average spectators who were ordinary human bewngs.  Icis from
thege latter, who are liable to give expression o their enjoyment or
disapproval in the clearest and most energetic manner, that tumultu-
ous applause and stmtlie other acts procecded (XXVIL. 3, 8-18, 13-14),
while spectators  of superior order cxpressed rather calmy their
appreciation of the deeper and more subtle aspects of 2 play (XXVIL,
5. 6, 12, 16-17).

8. The Theory of Sentyments (rasa)

31. The spectators of a superior otder d'd nor, however, stop 3t
the popular apprecistion of plays. They took the mawer quite
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sceiously, and as was the wont of the Indans of carly umes, made
an attempe to find out the philosophy of 1. It was not enough for
them thar che spectators cnjoyed witnessing a successful dramatic
performance.  They were also curious to find our the process
through which it provided enjoyment to them, and discovered what
may be called the psychological basis of this enjoyment.  Asncient
weittets on plays alicady reahized the importance of psychology n
classifying Heroes and Heromes according to their meneal and emo-
tonal conditions (XXIV. zxoff ; XXXIV. 15f). This was because
withone a knowledge of psychology nether the playwnghts could buld
up characters 1 a play nor could the actors and the actresses represent
these on the stage for evoking Sent:ments 1n the spectators.  The
theory of Senuments occupy indeed an important position in the
histoty of the ancient Indian liteeature,8®  Bur the succinct manner (o
which it has been formulated 1n the NS. gave rise to many problems
which the later authorities are not all vnznimous 1n solving4*  How-
ever, 1 the bght of ther valuable discussions, ehe theory may be
bricfly stated as follows:

Men have as many as forcyone Psychological States (bbava, ht.
fecling) such as, love, marth, sorrow, anger, cnergy, tetror, disgust,
astonishment, discouragement, {physical) weakness, apprehension,
cnvy, ntoxication, weariness, indolcnce, depression, anxiety cre.  Bue
among them all the fitse cight only have'? a durable (s2h3yin) effeczon
the human pzrsonality, and constitute the bases of Sentiments (rasa)
while the remaming thirtythree have only a  complementary
(vyabbscarsn Ist. casualy® effect on iv, and it1s by strengthening the

45 The theory of Sentiments (rase) related origmally to dramatic perfor-
mance only, and was applied later to the poctical hiterature afterwards.

46 Sce AB. Keith, Skr, Drama, pp 3:6-319,

47 When one of these becomes a Durable Psychological State, some of the
fest may then act as ‘Complementary’ or ‘Transtoty’ Psychological States
(vyabbicarisbbava), See SD. IIL. 34 gloss Also see below.

48 Vyabbicinn  (vreabbi-car-in}  really maans fthat which moves
particularly (vi} towards (2bbi) something.” It should be translated as *‘Comple-
mentary’ and not as “Transiwtory’ though it 13 ultimately such, The old
rendening has been retained through mistake 1n the present translation, V.S,
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effects of the Durable®? (stEayin) Psychological Statcs thay they play
their part in the evocation of Sentiments.

32. To understand the theory of Sentiments propetly one muse
remember the distinction between the two groups of Psyehological
States. These called Dumble afect the human  personaluy
so profoundly thar the person concorned forget for che nme being
alf other things in or around him. No ope can deny thac chis is the
cuse of the Psychelogiest Stares of lare and sortow ; and according
to the theory of Scotiments the same is tro= in case of other Psycho-
logical States 25 well,  Henee each of the cight Durgble Poychological
Sarss of 2 petson gives him an expentence of singulir spirimal
freedorn® This condition, tdeal thowgh ic might be, docs not last
very long, and des o varions reasons, mmay have afterwards compli-
cations which are far from pleassat,  Bet it 15 2 different mareer when
2 eultivated spectator witnesses the Dacable Psycholagical Stace of the
Hero cof 2 play t=produced on the stage by an able actor.  Here the
relevane pepresearation ef the Durable Psychalogeeal State acts as a
stimulos in eveking in the spectater 2 verisimilitude of sech a Psycho-
lozical Sears, which 1s then called a Sentiment.  The Seatimene being
2 vicdics experience does not affece him in any other way 3 2nd
brirging in s wake a spirimal freedom,® it may be said o purify his
wel. Ik is probably en 2 consideraton Hke this thar Ansmtle spoke
of catharsis {Gk. Es2b2reis}™® In cooncction wich wimessing 2 drama of

Apt= justly says that‘the Vyabbicki-bbivas actas freders cf the prevailng
(ie. stkIyra) sentimenz acd sweagthen it in varlows ways, whether openly or
eovertly”  See his Dicderary, svb cace.

45 Eady writers manslited the word (sb3ym) 20 ‘Dominant Bar
*Drzable” sestos to be fts real measisg. In some pages of the present work
the cld rendering bas been retained through mistike, Readess are requested to
ke pecessary changes.

50 Sec the nots 3x below. .

51 Visranitha compares the expericnce of 2 Sentiment with the realimdon
¢f Baaheagn (Brabmiseifssbodserat), Sez SD, I 36.

52 So far 33 the present writers keowledge gocs, Aviswmdds’s hatbaorns bas
nee yet been satifacreeily exphined. See Allidycs Nicell, The Th:cry.cf
Drazca, Leader, 1937 Fp- ItG. 1321345 3=d alw Lascelles Abercrombie,
Frizerples of Eiterey Craticiers i *An Oudine of Medera Kncwledge,” Leodeo,
1533, FP- SSTSSQ_
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tragic contents which 2re not dissimilar to the Pathieric, the Odious
and the Terrible Sentiments.

33+ For appreciating the theory of Sentments, it 1s also necessary
to remember that the Psychological States, Durable as well as Comple-
meneary,® relate primarily to characters 2 play, generally a2 Hero or
a Herome.  The process through which his ot her Durable Psyehologi-
cal Seates grow should receive our atwention next.  To illustrare chis,
let us take the case of the Pathetic Sentiment. It 15 the Durable
Psychological State of sorrow that can evohe 1. How does this State
grow? It grows from an afflicnon under 2 curse, separanon from
dear ones, loss of wealth, someone’s death, captiniry or simlar other
miusfortune.  Now all such things are called wibbivas (lit. causes of
bbivas) ot Determinants.®® But this 1s not enough for our appreciation
of the Durable Psycholozical States.  For the specrators must witness
this reproduced on the stage.  This means that the effects of all these
vibbavas ot Determinants upon the Hero or the Heromne should be
made manifest through acting, Asa natural consequence of the
vsbbavas or Determinants the characters concerned would  shed tears,
lament, change their colonr or show drooping limbs etc.  And these
being the effect of the Durable Psychological States (bbivs) are called
anubbivas (sequel to bbivas) or Coscqucnts.

34. The Complementaty Psychological Statcs (vysbbrezri-bbiiays
are so called because they come along with the Durable Psychologicsl
States, and suengthen the lamer.  For example, in casc
of the Pathetic Seotiment which arises from net having the desired
union with the beloved one or from being separated from him, there
occur  the following Complementary Psychological States: in-
difference, langour, anxiety, yearning, excitement, delusion, fainting,
sadness, dejection, dllness ete.  As these disappear after strengthening
the Durable Psychological States they arc called Complementary. But

53 Sce the note 48 above.

54 Vibbiva really means that which distinetly {o1) causes 2 Psychological
State (bb7va) and as such the current rendering seems to be inaccurate,
Though the old renderiag has been retained in the wanslation the readers are
requested to take the word in the sense suggested.

55 Sce the note 48 above,
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Durable Psychological States do not disappear hike this and may
indeed encumber the memory for 2 long ume, if not for Life, Thus
relative strength makes them the vehicle of Sentiments (rasa).

35. The place of the Sittvika States (bbavas) n the theory of
Senttments is not all clear from the NS,  One later authonty simply
1gnores these while giving bus definition of rasa (Sentiment), 1t seems
with much justification5®  In ultimate analysis thesc are nothing bur
the anubbivas or Consequents,

36. In spitc of the learned theoty of Sentiments formulated in
the N§ , the dramatic cniicism never became 1 ancient Inda a pte-
serve of che scholastic critics.  The specialists 1 dramanc production
never forgot that this was baswcally a social amusement and as such
depended a grear deal for its success on the average spectators.  In the
NS. it has been sad clearly mote than once that the ulumate court of
appeal concerning the dramatic practice was the publie (XX, 125-126).
Henec any theory ot a fixed szt of rules, be it of the Nityaveda or the
NS, was at no time considered enough for regulating the critietsm of 2
petfotmance, This seems to be the reason why special Assessors
appointed to judge the different kinds of actions occurting in a play
(XXVIL, 63-69) dectded in codperation with the select spectators, who

among the contestants deserved to be rewarded.

Il THE LITERARY STRUCTURE OF DRAMA
I Two Major Types of Play™

37. Though the Indians unlike the Grecks paid no exclusive
attention to the fable or the plot, they were fully conscrous of 1s
actual forporcance; and began very :arly ta smdy the preccss chrough
which different plots assumed the form of plays presenzable on the
stage. After 2 study of avalable plays they generalized on ther
essential charactetistics and formulated cettain rules of their construc-
tion, not only for the guidance of future playwrights and stage-managers
but also helping the rghe understanding of drama. It was indeed
true that the ultimate court of appeal in casc of judging a performance

56 Scc 5D I, 34 gloss
57 The NS, 1gnores the Upariipakas. For them see SD, NL, and BiP.
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was the spectators.  But 2 set of rules erystalizing the accepred tradi-
tions and technique were nonetheless necessary.  For a creative artist,
be he a ftératear, a painter or 2 musician, cannot properly fulfil his
funcuons unless he keeps sufficiently close ta the traditions and techni-
que followed by his predecessors.  Though he might be 2 genius, he
would scarccly succeed, of he should scatter all thesc to four winds, It
is for this reason that the scholats of ancient India  directed very eatly
therr attention to the literary struceure of plays. The fiest thing they
did 1 this regard was to classfy the vecy numerous plays which were
already 1o cxistence by this mme. Unlike the threefold division
of the Greeks based an a consideratton of the scotumens 1avalved, such
as tragic, comic and an adrarxture of the both, the Indian classification
depended on the subject-matter as well as techmgue of construction
and presentation. To understand their point of view casily, 1t would be
convenient to divide the ancrent Indian plays 1nto two groups accord-
1ng to therr relative complexity.

38, Of the ten kinds of play, the Nitska and the Prakarana
beng more complex than the rest, belong to the major types.
Anyone knowing sufficiently about their nature and construcnion, will
have lirtle difficulty in studying the remaining eight classes of play,
which consutute the mimor 2ypes.  OF the two of the major types of
play, 1t will be convenient to take up first Niraka which is more
important than Prakarana.

(3) Subject-matter and drwinon into Acus,

39. Nataka 15 a play having for nts subject-mater 2 wellknown
story, and for ats Hero a celebrared person of exalted nature, It des-
cnibes the character of a person descending from a royal seer, the dvine
protection for hum, and hts many supethuman powers and exploits,
such as success in differcnt undertakings and amorous pastimes; znd
this play should have an appropriate oumber of Acts (XX. 10-12).
As expleics of the Hero of a Nataka have been restricted to his success
i different  undertakings ncluding love-marters, it is a sorc of
*comedy,” and as such & can never permit the representation of the
Hero's defear, fhght or capture by the enemy ora weaty with him
under compulsion.  Such a representation would negatve the subject
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of the play which 1s the trrumph or the prosperity of the Hero, But
all these excepr lus (the Hero’s) death, could be reported mn an In
troductory Scene which may come before an Act.  The presentation
of the Hero's death was for obvions reasons tmpossible 1 a comedy.

4o The first thing that attracts the attention of a reader an
opeaing 2 Nataka, is 1ts Prologue (sthapand or prastavana). Bur
according to the NS, this was a part of the Prelimunaties (piirvarange)
and was outside the scope of the play proper (V. 171).  That famous
playwrights like Bhisa, Kalidisa and others wrote 1t themselves and
made it the formal bezianing of their dramas, seems to show that they
made 10 this matter 20 mnnovation which as great creative genmuses
they were fully enur'ed co.

41. Butunlke Greck plays ancient Indian Natakas are divided
mto Acts the number of which must not be less than five or mote
than teo (XX. 57) These Acts, however, are not a set of cleatly
divided scenes as they are 1n modern western  composttions of this
category. An Act of the ancient Indian drama consists of a series of
more or less loosely connected scenes® which due to s peculiar
technique could not be separated 10 wondng from onc another  These,
bowever, will constittre Acts when taken aslong with the Explanatory
Devices related to them. The Ace has three following characrerssties:

1. Only the royal Hero, us queen, mmster, and stmlar other
1mportant personages are to be made promnent 0 1t and pot any
miner character (XX. 18) This rule evidently follows from the leading
positien or importance of such characters.

u. Tt 1s o mclude only those 1nerdents which could take place 1n
course of a single day (X, 23) 1f 1 so happens thar all the madents
eccurting within a sin_le day cannot be accommodated tn an Act, the
surplus events ate to be reported 2 clearly separated pare of 1t
called the Introdutory Scene (prevefaks) where minor characters only
an tahe put (XX, 27,30) The same should be the method of
repotung cvents that are to be shown as having occurred 1n an
tatetval between ewo Aces (XX, 31).  Ewidently these latcer should be
of sccondary importance for the action of play, But according to

58  Sec para 22 above
d
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the NS. chese should not cover more than a year (XX, 28) This
allowance of a rather long petiod of tme for dispensable evants
occutring betaeen tno Acts of 2 Nataha was the means by which
ancient Indian playwrighes impatted speed to the acuon of the play
and comptessed the entire plot distibuted through many events over
days, months and years wathun s narrow  frame-wotk suiable for
[CP[CS:n:atlon within a fow hours.

m, An Act should not tnclude the representation of esents
wclauing to feats of excesstve anger, favour and gift, pronouncing a
curse, running away, matrtage, a mitacle, a battle, loss of hingdom,
death and the siege of a city and the hke (XX, 20,21). The purpose
of this probibition was probably that, when claborately presented in
an Act, these might divert much of the spectator’s mterest from the
hae of the principal Sentument which the play was to evoke and might

thereby interfere with the umty of wmptession which was expected
from fr.

(b Explanatory Devices

4z, The Ave Explanatory Devices (arthopaksepaka) were adope-
¢d by playwnishits for clarifying the obscuritres that were liable to
occur due to thetr extreme condensation of the subject-matter,

1. An Introdnctory Scene 35 the most important among them.
It has been shown before how ancient Indian playwnghts diided the
entice action of a Nétaka into two sets of events of which the one was
raere tmportant than the other, and how thty represented n ns Acts
the tmporsant set, whereas the less 1mportant ones were reported, when-
ever necessaty, in Inttoductory Scenes The other Explanatory Devices
are as follows:  An Intumating Speech (euhikd), 2 Supporting Scene
(viskambbaka), a Transittonal Scenc {enkivatira) and an Anticipatory
Scene (ankamukha).

n. An Imimating Speech, When some points (in the play)
are explained by a superior, middling or infertor eharacter from behind
the cuczain, 1t 15 called the Intmanng Speech (XXI, 108),

m. A Supporting Scene. The Supporting Scenc telated
ongnally to the Opemng Segment only of a Nataha. Later it served
sometimes the purpose of an Introductory scene. It is meant for
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descnbing some ncident or cccutrence that 15 t0 come 1mmediately
afeer (XXL 106-107).

tv. A Transitional Scene.  When a scene which occurs between
two Asts or 1s a centinutton of an Act and 1s included tn 1t, relates
to the purpose of the Seed of the play, it is called the Transitional
Scene (XXL 112),

v. An Anucipatory Scene. When the dctached beginning of
an Act 1s summarised by a male or 2 female character, it is called the

Anucipatory Sceac (XXL. 112).

(c)- Tkc Plot and sts Dectlopment

43+ The Plot or the subjecr-matter (vasts) of Nitaha may
be twolold: *The principal” (adbskirika) and the “merdental”
(prasaigika}). The meaning of the pricipal plot 1s obvious from its
name, and 2n incidental plot is thar 1n which the characters acting
in their own interest, incidentally further the purpose of the Hero
of the principal plot (XXk 2-5). The exertion of the Hero for the
object to be attained, is to be represented through che following five
stages (XXI, 8) 3 Beginning (drambks), Effort (praystna), Possibiliey
of Attainment (prapti ssmbbavi), Certainty of Avtanment (niyatipts)
and Attainment of the Result (phalaprapti). Besides these aspects of
the action and the plot ef a Nitaha, the claboration of the later
lias been viewed as depending on Is  division imo the five
Segments {szndbs) which are as follows: Opening (mukb4), Progees
sion (pratimskhba), Development (garbba), Pause (vimaria) and
Cenclusion (mirusbans). These, however, do not necessanly cotncide
with five Acts; and a2 Segment may weil include more Aces than
one. And the plot has been further analysed and  deseribed to give
detaifed hings as to how the playwright was to develop an interesting
play imparting to it all possible lieeracy and dramance qualines.  The
Segments have also been analysed again with a simtlar purpose.

Kilidfss’s Sakuneali and Bhisa's Svapne-visavadaud ate well
Lnown examples of Nitaba.

44. Prabarsns. The sccond spectes of anclent Indian play, is
a Prakatana which reserbles a Nimaha in all cespeets except thae «it
tikies a rather less elevated range™. Its Plot is to be orginal and
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drawn from real hfe and the most appropriate theme 15 love. The
Hero may be a Brahmm, merchant, miaster, priest, an officer of the
Ling or the leader of an army (XX, 4g-31) Female characters in 1t
include a courtezan or deprased woman of good family (KX. 53 A
But the courtezan should not meer the Hero when heasin the
company of a lady or gentlenren of hugh fanuly, and if the courtezans
and respectsble ladies must macet on any account, the fermer are to
Lecp therr language and manners undistorted (XX. 5556). From
these and other features, the Prakarana has been ealled a bourgeors
comedy or comedy of manners of che rapk  below ropaley, Stidrala's
Mrechabanha and  Bhavabhéu's  Aalanmidhava are  wellknown
examples of the Pralarana

2. Eight Minor Types of Plzy

45. Semasskirs  Samavakira e the deamauc cepreseatanon
of some mythological story shich relates to gods and some well-
Lnown Asura, who must be 1ts Hero, It should consist of three Acts
which are to take for their peeformance exghteen Nidih3s (seven hours
and enche minutes). 8 OF these the firse Ace 15 to take twelie and the
second four, and the thied two Nidihas only, The subject marrer
of Samavalira should present deceprion, excitement or love, and the
the number of characters allowed 1n 1t arc twehe.  And bestdes this,
metres used 1 1t shoeld be of the complex hind (XX, 63-76)

No old specimen of this type of drama has teachied us  From the
desciprion given 1o the NS, it seems that Samavakira was oot 2
fully developed drama, bur only 2 dramatic spectacle based on a
mythological story. It naturally receded into back-ground wich the
advent of [ullfledged hiterary dramas, lile those of BhIsa and Kaliddsa,

46. Tbamrgs. Thimrgaisa play of four Acts 1 which dnine
males ate 1mplicated ina fight over dimne females. It should be 2

59 As Wilsen did not know thishe sade We may, however, observe to
the honour of the Hindu drama that the psrakiyd or she who 1s the wife of
another 1s never o be made the object of dramatic 1wigue, a positton which
could sadly have cooled the tmagmation and curbed the wig of Dryden and
Congrave  See Select Speamens of Hindu Thearre, Vol 1 P.xIV

60 See Wilson, On the Deamatic System of the Hiadus, p. 16,
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play with well-ordered construction in which the plot of love 15 to be
based on causing of discord among females, carrying them off and
oppressing (the enemies), and  when persans intent on killing are on
the point of starting a fight, the impending battles should be avoided
by some stratagem (XX, 78 82), No old speciment of ehis eype of
play has been found. From the description given tn the NS. it scems
that Thimegz was a play of intrigue, in which gods and goodesses only
were in volved.

47- Dima. Dimaisa play with a well-constructed plot and 1oy
Hero should be well-known and of the exalted type. It 1s to contain
all the Seatiments except the Comic and the Erotic, and should consisy
of four Acts only, Incidents depicted in it are mostly eanthquake,
fall of mctcors, eclipses, bartle, personal combat, challenge and angry
conflice. It should sbonnd in deceit, jugglery and energetic activiy
of many kinds. The sixteen characters which it must contain are o
include different types, such as gods, Nigzs, Ralsasas Yalsas and
Pificas (XX 84-88). No old or new example of this type of play bas
reached vs. It scems that hike Samavakdta this was 2 dramatic spec-
wacle rathee than 2 fulllledged drama. With the advent of hierary
plays of a more developed kind, it has become extincr.

48. Vydyoga. Vyiyoga was a play with 2 well-known Hero and
2 small pumber of female characters,  Tke events related in 1t were to
be of one day’s duration. It was 1o have one Act enly and to tnclude
battles, personsl combat, challenge znd angry conflice (XX, go-g2).
Bhisa's Pyhdhyama-v)iyoga is a solitary  old specimen of this type of
pf:y.

49. Utsrspbanks. Utsestikinka or Afika is an one-act play with
2 wellknown plot, and it includes only human characrers. It should
abound int the Pathetic Sentiment and is to treat of women’s lamenta-
tions and despondent utterances when batde and violent fighting have
ceased, and its plot should relate to the downfall of one of the con-
tending characters (XX, g4-100).  Bhisa’s Orubhafiga seems to be s
selitary specimen.  This type of play may be regarded as a kind of
one-act tragedy.

50. Prabasans, Prahasana isa farce ora ply in which che
Comic Sentiment predominates, 2ad it too is to consiss masily of one
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Act only, The object of laughter was furnished in this, mamly by
the umproper conduct of various sectanizn teachers as well as courcezans
and Dhiirea er gallant crooks (XX 102-106). The Mattavildsa and the
Bhagavadajjukiya are fairly old speciments of this type of play.

51. Bhins. Bhinpa 1s2n one—Aet play with a single character
who speaks after repeating words of persons who remamn visible,
throughout. This play in monologue relates to one’s own and other’s
adventutes. Tt should always include many movements which 2re o
be acted by 2 Dhairea (or gallane erook) or 2 Vita (XX, 108-110)
The Bhinas included 1n the collection published under the tide the
Caturbliani®! seem to be very old spectmens of this type of play.

52. Viths. Vithi <hould be acted by one or two persons. It
may contan any of the thtee linds of characters supenior, middling
and inferior (XX, 112 1313) It scems tobca kindofa very shore
one-Act play.  But onc eannot be sute about thus, for no speeimen of

this type of play has come dewn to us.

3. The Characterszation i ¢ Pl:y

53.  As 1t 1s admeted that a drama s not actually such all 1t
produced on the stage, the most important thing after the organizanon
of the plot 15 building up the characters.  The relatne ymportance of
the plot and the characterization may be best understeod if we compare
the art of drama with that of panting, and the drama being primanly
a spectacle, the similanry between the two 15 quite natural.  Henee
1t will not be wrong to say that the plot 15 comparable to the Hnes
and the charactenization to the colours. It ison a consideration ke
this that one will easily appreciate the discussion on the types of
characters an ehe NS, (XXX1V).  Furst of all, the characters have been
broadly dnvided 1nto three ty pes according to their human qualiges as
superior, muddling and jofetior (XXXIV, 2.3).  Then the three e
among the males have been described (XXXIV. 3.9); this 1s folloned
by the desersprion of the three corresponding ty} s among the females
(XXXIV. g 14).  Women being biologically diffierent, the principle of

61 Scc the od, of the werk wath 3 Hindi translation by Dr. Monchaad
and Dr, V. S. Agrawal, Bombay, 1960,
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classification 10 their case has been a lilde differenc.  Bur the
treatment of characters does not stop there. A mote  practical
classificattion  according to  therr relauve mmportance 1 the
dtama ts then taken up. Fust come the Hero and the Herome
who are the leading characters, Nawrally there entourage also have
a share m the discusston (XXXIV 178.). A more or less elaborare
descripion of these, which follow, made 1t easy for the playwrights to
build up the characters by putting 10 their mouth appropriate words
which che changimg dramatic sitwatrons demanded.  These words
constituted an cssenttal part of the Verbal Representation (vderkz-
bbinayd)  And putsing the method described, the playwnight as
well as the actors could express properly all possible nuances of fecl-
tngs as well as meanings, for calling up the Psychological States which
ate to evoke the Sentments,

4 Diction of a Play

54. When the playwrnight has organized his plot and concewved
the charactets, he 15 to glve proper forms to the language to be put
i therr mouth. Here he faces 2 difficult test of tus abilies.  As
m the case of other types of lerature, this language cannot be words
as they are spoken m everyday lLfe. Moreover the time bemng
limited the speeches should be as brief as possible, and o some
cases, not only to break the monotony but also to heighten the charm
otherwise, metrical passages should be introduced,  Bestdes, there
should be adopted other means to get the maximum benefic from the
speeches for furthening the representation of the character,

55.  Use of Metre. One of the fizst things to recewve the atten-
tion of anctent Indian writers on dramaturgy was the mportance of
verss in a dramatic dialogue  They discouraged long and frequent
prose passages on the ground thar these mighr prove twesome to
spectators (XX, 34).  After gwing 3 permanent place to verse m
drama ancient Indian theorists utilized cheir deraifed knowledze of the
structure of metres which varted 1o caesura as well as the number and
sequence of syllables 1 a pade or foor (XV. 38, XIV. 136),
for heghtening the effect of the words used, by putting them 10
appropeiate meres,  In this respece they framed definiee rules as to the
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suitabihiry of particular metres to different Sentiments.  For example,
the description of any act of boldness 1n connexion with the Heroic
and the Furious Sentiments 13 to Le given in the An3 metre, and
compositions meant to express the Erourc Sentiment should be in gentle
metres such as Milinl and Siidhard (Mandike3ni3), and the metres of
the $akhari and the Audhrn types were considered suieable for the
Pathenc Sentiment (XVIL 110-112). In thus regard ancient Indian
theorists, and for thar matter, ancient Indian  play wnghts anricipated
the great Shakespeare who 1 his immortal plays made “all sorts of
experiments in metre.”

56, Euphony. Alter considering the usc of metres the author of
the NS, pays attention to euphony and says, «The uneven 2nd even
metres which have been described before should be used in composi-
tion with agreeable and soft sounds according to the meantng in-
tended.  “The playneighe should make efforts to use 1n his composi-
tion sweet and agreeable words which can be recited by women. A
play abounding tn agreeable sound and scnse, and containmng no
obscure or difficule words unatelligible to the country people, having
a good construction, fit to be interpreted with dances, dev eloping Senti-
ments, .......becomes Bt for representavon 1o specrators”  (XXIL
119 122)

57. Suggestwe or Significant names.  Another important aspect
of the diction was the suggestive or sigmficant names for different
characters 1n a play, It has been said of Gustave Flaubert thar he
tooh quite 2 fong time te find out a suitable name for the prospectire
heto and herome of his novels, and this may appeat to be fastidrous
caough.  But on discovenng that Iudian theorists tno millenivms ago
laid down rules about gning names to the created characters (XIV.
30 36), we come to appreciate and admire the genins of the great
French writer.

58. Vanety of Langnages or Dralects, The usc of Sanskrit along
with different dalects of Praknr (XVIII, 36-61) must be asenibed
to circumstances in the midst of wlich the ancient Indian drama
grew up. The dramas reflect the linguistic condition of the socicty
in which the carly wrirers of plays lived.  As the speech is one of the
essential features of 2 person’s character and socqal standing, it may
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ptofitably be retained wnaleered from the notmal. Even in 2 modern
dtama, dialeets are very often used though wuh a very fimued

PYJIPOSC.
IV. THE ANCIENT INDIAN DRAMA IN PRACTICE

1. Occastons for Dramatic Performance

59. The Indian drama like similar other forms of ancient are and
poetry seems to have been of religious angin, and 1t developed prabably
our of dancesand songs 10 honour of a deity like Siva who 1o later
umes came to be styled the preat dancer-actor (mataraps). As ume
passed, the dance with songs graduvally assumed the form of regulac
dramatic spectacles, and the range of subjects treated was extended
beyond the legends connected wich the explows of a parucular derty.
It 15 Just possible that this development of the rcligrous aspect came 1n
couzsc of time to be parttally arrested and plays began to be composcd
more with a2 pu:cly secular charzcter This change constdcrabty loosen-
ed s oniginal confexton with popular detwtes.  Posstbly due to
thas the ancient Indian drama 1a the ustoric period of 1ts career, 15
found o be acted somenmes for moral edification as 1n the case of
the Buddhust plays, somerimes for the aesthetic enjoyment of the élie
as 10 the case of Kaliddsa’s works, and sometimes 1n honour of 2 deny
as 1n casc of one of Bhavabhio's plays  In spite of s various uses,
the ancient  Indian  drama unlike 1ts  modern counterparss did
possibly never become an ordinary amusement of everyday hife Tt was
mostly on speaial occastons lihe a teligious fesuval, 2 marmage
cetemony, 2 King’s Coronation, ot a friend’s visit thae dramatic per-
formances were held (IV. 269 3 AD 12 14). Buramong all these
occasstons religious festivals were the most common for the performance
of a drama. It was natural thae on such occasions che drama was a
popular entertuinment as well the public being then 1 2 holiday
mood.

6o. Another fact about the dramatic performances of ancient
India was that these were sometimes held 1n the form of contests
(XXVIl 2122, 71, 7779). Differenc groups of actors vied wrth
one znother for winmng peaple’s appreciation, and reward for ther
slill 1n the act.  This, howeser, does not scem to bave been a regular

]
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featnre of the zncient Indian drama as was the case with thar of the
Greels ; and thearrical troupes gave performance also for monty with-
out any spinr of malry towards others, and were pard by the rich
prople or the different guilds,

2. Time of Performence

61. Except in the midmght or at noon or at the ime of the
mormng and eveming prajers, the ancient Indian drama could be
performed almost at any part of the day or of the mighe. Buechis
does not mean that any play could be produced at anj 2llonable tme
during the tnentyfour bours  Though at the command of the bing
or the paton, the dicecror of a theatnical parry could overlook stmcr
rules 1n this regard, the ume of performance was to be regulzzed
according to the nature of the subject-maner of an ndividual play.
Fet cxaniple, a play based on a rale of svirtue was to be perfermed 1
the forenoon , a performance which was tich ip instrumental musie,
end told 2 story of strength and energy, was to be beld an the afeer-
noon, and a play which celated to the Graceful Style, the Ercuc
Seonment, and required vocal and instrumental wusic for 11s produc-
uon, was to be peeformed 1n the evening , but in case of plays which
related €0 the magoanumiry of the Hero and contsined mostly the
Pathetic Sentiment, pusformance was to be beld 1n the motmng
{2V 88-gg).

62.  Though 10 modern times dramauc  performance 15 mostl)
keld 1n the evening, ancienr Indian rules regarding the assignment of
2 play of a particular gy pe to a parnicular past of the day or of the
mshr, need not be considered queet 1o an) way. On the other hand,
they appear very much to have been based on a proper undersnding
of the clcer of tune on the overchangeable pature of human persons-
Ly #2 Eivenafa play bascd ona tale of wirrue er of woe, when
properly presented on the stage, tight be appreciated at any ume, It

62 That the Ragas and Rigims of Indan rnsic of later times were 2ssizned
to clearly marled pares of day and might, seems to briray 2n mfAvence of the
very exly tradimon of restncung the performance of different Linds of play o
different times  (Thrs note has beea added ar the suggeston of oar frend
Sn Chinmohan Schanavis, M.A))
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had better chance of 1mpressing the spectator in the forencon or 1n
the morning, when afcer the mght's sleep and rest, he could be the
most teceptive 1o tegard to these Sentiments, That a play 1ncluding
a stoty of cnergy and strength can better be assigned to the after
noon is te be cxplained on the assumption that on taking rest after
meals at the completion the morning’s actvities, one  becomes
psychologically more suscepuble to appreciation of stomes of strength
and encrgy, presented on the stage.  In a similar manner, a play with
love as 1ts principal theme (1e. with the Erouc Senument) may be
presented on the stage with more effect 1n the cvening, when after
the day’s work, one may naturally be 1 a mood to enjoy the company
of Ins dear woman, be she his wife or the heraera,

3« The Playbouse or the Theatre

63. The NS. describes vatious types of playhouse, and therr
different parts have been mentioned to some extent i detasl.  Bue in
the absence of evidence the ltke of which has been coprously available
in case of the Greek theatre, 1 cannot be said how far the ancient
Indian plays were performed wn specually constructed theatres. It
may be possible thac only kings and very wealthy people owned
playhouses constructed according to the NS, while dramatie specracles
meant for the common people were held 1n the open halls called the
Nit-mandir (Nitya-mandira) 1o front of temples, or 10 2 temporanly
devised theatre under the cover of a canopy, as 1n the case of the
modetn Bengali Yards which seem to have unmistakable resemblanee
and connexion with the ancient Indian Nitya described in the NS,
Onc remarkable feature of the playhouses described there 15 chae
they are of 2 very moderate size, the largest among them (meant for
mortals) bemg only thirtytwo yards long and sixteen yards broad,
capable of accommodaning about four hundred (400) spectators,  Thus
is in sharp contrast with the Achentan theatre which sometimes held
as many as fifteen thousand (15.000) people.

64. The comparanve smallness of the anciens Indian cheatre was
a necessary  consequence of the peculizr techaique of the dramatie
production, For n a large playhouse the spectators could not all
have heard the delicate points on which depended 1n no small measure
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success of a performance.  The inordinatcly large  Athenian thearre
was not much handreapped in this respeet, for the Greeh drams
depended on a considerably different techmique.

65. The NS. describes three main types of playhouse; oblong
(v1krsta), square {ceturasra) and tnangular (eryssré). These again mighe
be large, medwm of small, with thee length respectively asonc
hundred and eighr, steyfour, and thirrytwo cubits. This ghes
altogether nine different vanieties of theatres, viz. (i) the large oblong,
(1) the Yarge square, (1) the large gmangular, (1v) the medium oblong,
{v) the medwm square {v1) the medism teangular, (vn) the small
oblong, (viu) the small square and (1) the small trangular.  These
nne types can also be measured 1n terms of dendzs 1nstead of thac of
cobies. This will give us eighteen difierent dimensions of playhonse.
But NS s silent about the use of the playhouse measured i terms of
dendas, and the playhouse of the largest ypes measuting 108 cubits
tn length have been prohubited by the NS. for the mortals.  And it
has been mentioned before thar a playhouse more 10 area than thuety-
two yards in length by siztecn yards in breadeh, has been presenibed
for them. Thrs should be divided 1nto three parts: (i) the tring room
(nepatbya) (1) the stage (ranpapiths or rangaiirsa) and (m1) the ands.
torum (rangamandalz). OF these the uning room would be ar one end
of the theatte and would raeasure sixteen jards by four yards, Qn the
tno sdes of the stage there should be two Mattavsrans, each occupy -
ing an area of four yards by four yards and having four pillars.  Thus
thz area to be occupied by the szats of spectators nould be tmenty four
yards by sixteen yards.

66. The uting room (mepathys) was the place in which the actors
and the actresses put on the costumes smited to the different roles, and
from this place, the tumults, dinine vorces (d4fvs-vin7) and similac
other aces proceeded.  Thus part of the theatee was scparated from the
stage by twe screens over its two doors.  Betneen thesz ewo doors
the members of the orchestra (Butsps) were to st and the direction
facing them was to be considered conventionally the east,

4+ Representation

67. To understand the technique of representation of the ancient
Indizn dramz onc must remember that it avoided statk tealism and
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gave utmost scope to imagination and fancy. The one unmustakable
evidence of chis is the total absence of any painted scenery from the
stage. This is but a negative side of ic. IE the Indians avoided bring-
ing m any kind of artificial scenery, they made positive cfforts 1n
communicaring the meaning of the drama and evoking the Sentiment
(rasa) 1 the spectators through suggestive use of colours 1n the costume
and make-up of the actots, and rhythmic movements of many kinds
which have been summed up in their theory of four representation
(abbinayd) such as aigika, vacika, dbiryz, and sittuka (VL. 23).

(4) Pbysscal Representation

68. Among these, the dfigsks should be discussed first, This
consists of the use of various gestures and  postures of which the NS.
gives claborate descriptions.  Different limbs have been named and
their manifold gesturcs and movements described, with various signi-
ficance attachcd to cach onc of them (VIIXH). For example,
the head has thitteen different gestures which are as follows:

Akampita: Moving the head slowly up and down.

Kampita: When the movements in the Akampita head ate quick
and copions. (Uses): The Akampita head it to be applied in guwing
a hint, teaching, questtoning, addrcssmg n an ordlnary way (llh
naturally), and giving an order.

The Kampita head ts applicable (lit. desiced) in anger, argument,
understanding, asscraing, threatening, sickness aud intolerance.

Dhuta and Vidhuta: A slow movement of the head is called the
Dhuta, and when this movement is quick it is called Vidhuea, (Uses):
The Dhuta head is applicable in unwillingness, sadness, astonishment,
confidence, looking side ways, cmptiness and forbidding (any one).

The Vidhuta head is applied in an attaek of cold, terror, panic,
fever and the firsc stage of drnking (i c. intoxication).

Parivihita and Udvihita; when the head js alternately tuzned to
two sides it is called the Parivihita, and when it is once twrned up-
wards it is known as the Udvahita, (Uses):  The Parivihica head Is
applicable in demonstratien, surprise, joy, (cHott of) remembering,
intolerence, cogitation, concealinent and (amorous) sporting.
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The Udv3hita head is 1o be applied in representing pride, showing
heighr, looking bigh up, sclf-estcem and the hke.

Avadhuta: When the head s once turned down 1t s called the
Avadhuta.  (Uses): at 13 to be apphed in {communicating) 2 message,
imvohing 2 deity, conversation and bechoning (one to come near),

Afiatas When the nech 15 shghtly bent on the side the Adicita
head 1s the resule. (Uses): It 1s applicable tn sickness, swoon, tntoxics-
tion, anxiety and sofrow,

Nibaficita: when two shoulders are raised up with the neck bent
on the side the Nihaficita head 1s produced. (Uses): It is 1o be used
by women m pride, Amerousness (en@sa), Light-hearredness {lalira),
Affecred Indifference (bibbokas), Hysterieal Mood (Rilaksiicits), Silent
Expression of Affcction (moftdysta), Pretended Anger (butramita),®
Paralysis (stambbs) and Jealous Anger (miana).

Paravgua: when the face 15 turned round, the Parivptta bead 15
the reavle.  (Uscs):  ltus to be used 1n torning away the face, and
looking back and the like,

Uthsiptz:  when the face1s rased up the Utksipta head 15 the
result. (Uses): It ts wsed andicating lofry objects, and application
of divine weapons.

Adhogata:  The head with the face looking downwards 1s called
the Adhogata. (Uses): Itisuscd in shame, bowing (in szlutation)
and sorrow.

Pailohta. when the head 15 moving on all sides, it is called
Panlolita. (Uses): It 1s used in fainting, sichness, power of intoxica-
tion, possession by an evil spint, drowsiness and the hike.

69. The cyes arc similarly to have different Linds of glance
aecording to the Psychological States (bbiva) and Sentiments (rasd)
they are 1o express. Eyeballs too are hable ro similar changes to creare
impressions of differet feclings and emotions, and sa are eycbrows,
the nose, checks, the chin, and the neck. Hinds, however, are the
most important limbs 1n the making of gestures,  Gestures and move-
ments of hands fall 1nta three classes, viz, single (asemynts), com-
bined (santyuts) and dance-hands (nyita-basta), Single-hand gestures

63 For the defininion of these termy see XXIV. 13, 18-22.
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and movements relate to one hand only, while combmed hands to
both the hands. The following atc cxamples of the three kinds of
hand-gestures: .—Patzka (single hand): The fingers extended and
close to anc another and the thumb bent.  Afjali (combined hand);)
Puting together of the two Pataka hands 1s called the Afjalt,
Caturasra (dance-hand):  The Kapakimukha hands held forwaed eighe
Angulis apart [from cach other] on one’s breast, shoulders and elbows
on the same level,  Besides these gestures, hands have varied move-
ments which ate chatactetized by the following acts:  drawing up-
watds, dragging, drawing out, accepting, killing, beckoning, urging,
bringing together, separatng, protecting, releasing, thtowing, shaking,
glving away, threatening, cutting, plercing, sqeezing and beating
(IX. 161-163).

70. From the foregoing discussion abour the gestures w 1
apparent that theic uses fall 1nto two different categories, viz. realistic
and conventional.  OF these two types, the gestures used  convention-
ally far ournumber those of the other kind. Bur this should not
appear strange.  For ancient Indian dramatists and theatrical producers
were fully conscions of che limited scope of realism 1o ares of various
kiads, and henec they conceived action as something very closcly
allicd to dance. This demanded thar while mowving on the stage
with or without uttering any word, theeactors should gesticulate
thythmically, to impart grace and dccorative effect to therr figures,
For this very purposc another sct of gestures called Duncechands
(nreta-basts) ate also to be used.  As their name implies these hands
wete exclusively to be used 1n dance, bur for reasons menttoned above
they were sometimes uttlized at the time of declamation or recseation.
Lower patts of the body down to the fect are also to be similacly used,
Among these, fect are the most important.  On them depend differene
movements of the entice body as well as vatious standing postures.
Movemenes of fect are of three kind, viz, ordinary gair, Cirf and
Mandala. OFf these, the Cari is a simple movement of che feer (X1)
while Mandals, is a series of such movements considered togecher
(XIL). During the stage-fighting the two combatants are to move
with Carfs and Mandalas 1o accompzniment wich suitable mustc.
And the gait is very valuable for the representation of  diffecent roles.
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In this matter too, convention plays a very considetable part.  The
NS. lays down elaborate toles about the widith of footsteps and the
tempo of the gae for differcne characters according t their social
position, age, sex, health and fechng as well as the peculiar emviron-
ments 1n which they might be placed (X1 x-157).

(8}  Music accompanysng the foot-movement

71. The ravonal attitude of the ancient Indians to convention in
producing plays has already been noticed.  This was nowhere better
illuserzted  ¢han n the movement of different characters on the stage,
especially therr entrance 2nd exit™  For they mast not only come and
go by measured steps, but their movements were to be accompanied
by suitable music, nstrumtental as well as vocal.  Insttuments played
were drums, flutes and the stringed ones.®  And about the playing of
drums of different kind, chere were a set of definice rules.  The same
was the case with the songs called Dhrurds®® which were to bz sung
at the ume.  One large chapter (XXXII) gives very detarled snstruc-
trons about the performance of these songs.  They are comparable to
the bachground music of the modern Blm.plays. Bur unlike their
modern counterparts, they were pecformed on the stzge 1 full view
of the spectators.  Though this may appear as bizaree, ancient Indian
experts had a different notion 1 thus regard.

72. Once 1t was admuteed that the play was only 2n imitaton of
the teality and not the reality itself, they made the mazimum use of
this hiberty to 2dd o the suggestive function of music in furthering
the mam object of the play, which was to evoke Sentiments.  The
necessiey of such a procedure was real 10 their eyes when different
characters came 10 vicw of the spectators, but did not stare speaking
or had imshed that, Hence the mstruments like drums and Auotes
began to be played a5 soon as any character began entering the stage
after tossing the curearn, and this did nat cease nll he occupred the
proper position and began speaking.  The same was the process of

64 Sec the Introducnion to the Vol II (transtation) p. 16.

65 ibid.

66 For the unluty of the Dhruvis ina play see the Introduction to the
Vol. §I (translation) pp. 108
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his quitting the smage, It wasalso at such a time that the Dhruvi
was sung. This wse of the instrumental and vocal music to the
dance-like foot-steps of the acts and actresses at once 1mparted to the
play the character of a baller as well as of an opera.  Rules enjoining
musicality to the speech in 2 play broughe it again nearer to an
opera.  Such rules are being described below.
(c) Vocal Representation

73- Another means of theatrical representation 15 the use of
speech. It relates to the propee musical notes (svara), voiccregisters
{#tb3na), pitch of vowels {tarns), intonation (k3ks), specch-tcmpo {fays)
to be used in recitdng or declaiming a passage for the purpase of
cvoking different Sentiments in the spectators.  For example, o call
forth the Comic and the Erotic Sentiments a passage should be recrted
with the Madbyama and the Paficama notes, and for the Heroic and
the Marvellons Septiments the Sadja and the Rsabha, and for the
Patheric Seatiment the Gindbira and Nigada, would be the sulrable
nates (XIX. 38-50).

74+ Tocall a person staying at z distanee, the voice should
proceed from the head-tegister (fir45), and when he is at a shore distance
it should be from the chese (#r25) and for calling a man at one’s side
the voice from the throat-register (Eanths) would be proper (XIX. 43).
For any such speech with the Comic and the Frotic Sentiments, the
prevailing piech would be Udirea (acute) zed Svarita (circumflex),
while in the Hatole, the Furious and the Mervellous Sentiments it
should be Udarta and Kampita.  In the Comie and Eretic Sentiments
the speach-tzmpo should be mediwvm, in the Patheric slow, and in
other Sentiments a quick tempo is appropriate (XIX, 59). Besides the
abave aspects of speech, close ateention was to be given to an observa-
tion of thythm and cadence. And the metical character of any
passage in veese was go be fully expressed in its recitation or declama-
tion. Fot this purpose the Niryafistra devotes nearly two full chaptees
(XV-XV1.) which discuss prosody and allied topics.

{d) Costames and Make-up

75. lmpormnt clements in thearrical representation of our days

are the various stage-appliances such as, painted scencry, costumes and

H
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make-up. However able the actors and actresses mighe be 1 deliver-
ing the specches assigned to their roles, wichout bewng placed against
properly pawnted scenery and withour having proper costumes and
make-up, by their acung and delwvery alone they cannot create that
Lind of stage-llusion which 15 necessary for the success of a modern
dramatic production.  But m the ancient Indian stage there was no
pamnted scenery.  Hence the actors had to depend 2 great deal upon
costumes and make-up, By the term AhdryGbhinaya ancient Indian
theorists understood these two trems (XXIIT)

(6) The mise-en-scéne

76 Though panted sceuety 15 considered wndispensable m the
modern theatre, the ancient lndtans having a considerably different
conception of drama, did not require 1es aid for the production of
a play. The wall chat separated the urng room (nepathys) and the
stage, togethier with the screens covering the two doors connecting the
stage and the wring room, served as the back-ground o show off to
advantage the figures of performers.  And these, the wall and che
screens, possibly did not contain anytlung other than the usual
decorative desrgns.  This simplieity i the character of the scemic
apparatus was 3 nccessary concomitant of the peculiar techmque of
the ancient Indian drama, and 1ts cause may be looked for in 1ts carly
history.  The introduction of magmficent scenery zppears to be a very
latc development tn the lustory of drama. It 1s well known that the
back-scene of the Shakesperian stage consisted of a bare wall, and
anything 1n the way of spectaculac effect was created by the move-
ments and grouping of actors,

77 The production of an imptession by means of paineed
scenery  would have been alien to che taste of the ancient Indians who
were mote ot less conscious of the limitation of realism in their vatious
arts.  In order to make the spectators visualize the place and me of
the plot in hand, the ancient Indians had a different device. Numet-
ous descriptions of place and time composed in thythmic prose and’
verse, which are scattered over the classical Indian plays served very
cfficiently indeed ¢ the putpose of painted scenery, When: propery
spoken or sung, these passages vety casily created an slluston of the
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placc or the time described. The claborate description of Vasantasena's
magnificent reisdence 1a the Mcchakagika was calcolated to call up
vividly ses picture before the mind's eye. The same thing may be
sad of the grand description of the Dandaka forest i the Uttararima-
carita.  This device of making a scenc lively, has been utilized
by Shakespearc also I appreciation of lus very beautful descniption
of place and ume, one critic says “The plays are full of such descrp-
tive passiges as can nullify the achievements of decorators and
mechanics.” It has already been mentioned that n the Shakesperian
!tzge too p;umcd SCCﬂny was unknown.

78.  There being no scencty of any kind in the "ancient Indian
theatre which made no effort ac excreme realism, the spectators were
required to use ther imagination to the utmost. Demand on the
spectators’ imagination made by the ancient Indan producets of plays
was further testificd by their rules of convention of Zonal division
(kaksz-vsbbzga) of the stage (XIV. 1-15).

79- Though painted scenery was not in use tn the ancient Indian
theatre, objects hike lulls, carrisges, aemal cats, elephants etx, were
sometimes rcpresented on the stage by suggestve models (pusta) of
these.  According to the NS. the model works were of three lunds,
viz. sandbima which was made up of mat, cloths or skins, wrapped
round something, vyZjuma which was a mechanical contnivance of some
Lind, and cestima or moving objects or mechanical toys. From
Dhanika, the commentator of the Dasasiipa (11, 67-58), we leatn abouc
2 modcl-work of aa elephant for the production of the Udayanacanta,
and the Mrechalatika owes tts name to the toy cact which plays an
indispensable role mn the story.

V. DATE OF THE NATYASASTRA

8o. The scholars during the last one hundred years examiaed the
wotk 1o ascerearn tes date, 87 and their labours were not fruidess, The
Fiest impartant contnbution in this regard was made by Pau} Regnaud
who after a critical study of the thetorsc and the metnies of the work
concluded that 1t might go back to 100 B.C® Next should be men-

67 Sec Inwo, Text, § 35 note.
68 Sce Grosset, Introduction, p. vur, note 3.
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tioned, Hataprasad Shastrt who on the strength of certain data conclu-
ded that the NS, might be pliced in the second century B.C= Bu
on the basis of the Prakeic passages TKXXIL) Jacobi placed it in the
300 A, CH Mahamahopadhyaya (larer Dr) P, V. Kane considered
thar the NS, could not have been written later than that century,™ and
this implied that 1t mighe be sull eatlier, Later researches proved the
worth of thts valuable suggestion. In 1933 the present translator
discussed, 1n decall, some important data of the NS. and concluded
that the work existed in 200 A, C. and might cven go back to
100 B, C. This atracted the notice of Dr. Kane (now a National
Professor) who wrote in 1951, “Although 1 do not apree with several
things he says, the date he atrives ar cannot, in my opmion, be far
from truth,2  This was encouraging indeed,  When the first cdition
of the present wotk was published, ¢he transtator sull stuck to the con-
clusion referred to above. But when the critical edition of the NS.
Vol. Il (XXVIIL-XXXVIY® was completed, he thought that the work
might go back even to 200 B. C. and this view was expressed in
the introduction to this™ The translator 1s not ashamed to admit that
his idea of the date of the work again underwent a change after he
had revised the critical edition of the volume I of the text (LXXVII),
and had scparated in the process the onginal wotk from what should
be considered later addicions; he then finally came ro believe thar the
annquiey of the work could suiil be pushed upwards, and it was most
proabably written 10 the fifth centary B. C, All the arguments in
favour of such a conclusion have been given in detml in the
introduetion to the volume I of the text.” The most important among
them 2ce given below,

68a .?ce Journal and Proceedings of the Asiatc Seciety, Bengal, Vol V
(New Series) pp. 35uff

69 Inuro, Bhavisattakaha, p 84

70 L Aot XL 1917, 1976,

7t IDL wol, XXV. 1934,

72 P.V. Kane, Hsst of Ske, Poctics, 2nd ed, p. 40

73 Published by the Asiaric Soctety, Calcurta, 1956,

74 Published by the Asianc Sotiety, Caleutea, 1661, Intro p. 23,

75 Sec Intro, Text, §§ 356,
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81. From a very close study of the Sanshen' of the work we find
that its vocabulary points ta a period between goo and 300 B.C.
Quute a large number of words used 1n it became totally forgotten,
and some ate found only in very old works. As there occut in the
NS. &rss forms like grbys (for grbitvd) and cbidys (for chidsyitvi)”
it scems to be not much later than Panini whose grammar was sull
not yet an established authority at the time.  The peculiar pasition
of Prakrit and the use of its scven dralects such as, l\lig:\dlﬁ, Avanti,
Pr3ey3, Sauraseni, Ardhamigadhi, Vabhka (B3hhik3) and Diksiniy3
most of which have vanished aleogether, also point te a simular ants-
quity.X®

82, That metres used in the NS, lack in many cascs sandbs and
even allow bistusin places of internal yats seemsto show thar it
cattied the Vedic tradition tn its metres.  This speaks indeed for its
great antiquity; and on this ground alone it may be placed as ealy as
590 B.C, when the Vedic practice in metres stll hingeted.®

83. A consideration of the figures of speech treated in the NS.
shows that feis earher than Afvaghosa (r0a A,C). For the poer
uses wtpreksd which was not treated in this work, The same was che
casc with Bhisa, and the chronological implication of thns is quite
clear.  The Prakric Dhiruvds though they have mostly changed their
orthography, may be said to have retamed the cradition recorded
the NS, about the use of figures of speech®

84. A comparison of the mythological clements of the N§. with
that in the R, and the Mbh. shows that these ate similar.%  Counsider-
ing the face that che NS. ts much smaller than cach of the epics, this
simlarity is very suiking, Hence this may enable vs to assume chat
the NS, was compiled at 1 time when the two epies were zlready tn
existence and were very popular.  But what might be the latest date

76 See Intro Test.

77 See Intro, Texe, § 30.

48 See lntro, Text, §§ 40-42.
79 See lotro, Texe, § 49,

80 Sce latro, Text, § 50,

81 See Intro, Text, §§ 5556 There are some spectal Jdata of mythology.
which may jusufy one in placing the NS, m goo B C. See §§ 57-58.
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when the tno epics existed at least in their original form ?, Scholars
are not at all vnanimons on this point.  But still the assumptions and
conclusions of some of the most celebrated among  them may give us
lighe in this regard.  Let us take the question of the R. first. Jacobi
put forward some very strong arguments which enabled him to assume
the pre-Buddbistie origin of the R.** But Winternicz could not approve
of this and for their tcfuration advanced some  counter-arguments
which, howeser, do not appear to be convincing,'?  He says, thar no
Rima epic existed in the fourth and the third century B.C.  Bue this
did not prevent hum ta conclude a lietle later that “le1s proabable
that R, was composed 10 the third century B.C.”* It appears that
here he was acadentally on a surer ground.  For Patafiah in his great
work quoted 2 line which Kiclhorn traced 1n the Yuddha-Linda of the
R It the R. existed in Patafijali’s time 1t was probably noc later
than 300 B.C. and might well be eatlier cven. As for the date of the
Mbh,, Winternitz concluded that the Bhirata or the Mbh. as it nas
called 1n the beginning already existed in the fourth cenury B.C'
Hence the NS. may bc assumed to have been written about the
400 B.C.

85. The auther of the NS. thrice mentioned an  Arthasistrz
though with bim the authority on the subject was Brhaspati and vot
Kaunlya, as was the case with the Kimasitra of Vatsydyana, the
upper limit to whose datc 15 the fifth century B C5* Another impot-
tant fact in this scgard ischar the NS, refces to functionaries like
duisths (XXXIV. 73) aod humiridbibrea (XXXIV. 95-57) which
correspond respectively to dawvdriks and kumaridbyaksa of Kautilya.
F fom this jc appears that the NS, followed the terminclogy of a:
differcnt Zedrys, probably of Brhaspati whom he accepted as his

82 Wintznitz, Vol I. PP- 510511,

B3y The same P. 5L

84 The same, p, 517.

85 For the passage scc the Bombay ed. ch. 128 (Ywddbakinds) p. 235
and the ed of Gorresio, Vol, V, ch. 110 P. 566 (I, Ant. 1874, p. 323).

86 Winterattz, Vol. L p. 473.

86a  See Sten Konow, Kautalya Studies Oslo, 1945, p, 5. For Vitsyiyana's
date sec also § 51 and the seic to the Intra. 1o the text.
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authority; and Kauplys™ probably with a view to simplify the terms
for hus readers have changed them, Hence it may nor be wrang to
assume that the auther of the NS. was cither a predecessor or a
contemporary of the Famous chancellor of Chandragupta Maurya.

86, The NS. (XIV, XVIII, XXHI) mentions quite 2 number of
geographical names which rclate to dilferent parts of India,  From
tles 1x 15 evident that Indiz 2s known to the author of the NS, was
a vast region stretching from the Himalayas in che north to the Ocean
in the south, and from Sindhu, Sauvita and Saurfstra m the west to
Adga, Vangs and Pidgjyoriza in the cast, and included besides,
Vihliha (Bihliha) and Nepila, Now, is this area to be identificd with
12 kingdam or an emptte? Though re is not quiee easy to answer this
question, 1t is a fact that anly kings Iike Chandragupta and Asoha
were ever 1o the past, masters of such an extensive territory. Wil chas
not permit us to assume that the wark was wricten duaring the rule of
the Mauryas?  The mention in the NS. of 2 name like Tosala (the
same as Asoha’s Tosal) which vanished altogether froms the later
hustory, may be said to lend support to such an assumption.*?

87 The controversy over Kautilya's dage 1s practically dead, Sull a veteran
historizn ke H.C, Raychaudhurl taised some objections. the two of which
need reply. (1) Indeed Kaunlya (s1.10) named Sanshrit for the offictal wortk.
Bat this could not bind Asoka to use this language in bis inscriptions meant
evidently for the people as well a5 the lower snbordinate staff of hus govern-
ment.  Besides, there ts no enidencs to show that Sanshrit was not used 1n the
regular correspondence between the central and the provinaal apitals. (u) Fer
Kagtilya's mention of *Pita samudry® we need not ber anly Pal d
For the word evidently goes back to pire-samudra envisaged by Panim(s1.1.18).
lodeed the wotd 23 given by clssical geographers recalls vnmistakably the
Pinwian form. The present writer has already shown that the name Gins for
China was hnown to Indans as carly as 700 B. C. (Aonals of the Bhandarkar
last. Vol. XLII, 1961, pp. 1508). ladi’s relation with™ Karibu™ (Cambodia)
was also much older than Kautilya's time. (See the present author’s *A Hust,
of Cambodia,” 2nd ed, p., 22). For Raychsudhuri’s view see Majumdar and
Pusalher, Hist. and Culture of the lad. People, Vol 11 pp. 286-287.

€8  See luto, Text, § 61, See the map of Asoka’s cmpireim Vincent
A. Smueh’s The Oxford Swdents” Hor, of Inda, Calcutea, 196, p. 7. But
this it not among the histones) maps 1 the Oxford School Adss, Caleutza,
1953 issucd by the same publishers.




Ish THE NATVASASTRA

87. Apar from the fact that BbIs once mentions the NS there
15 P]:u:) of evidence o show thar the dramanst was chuainl:d with
the contents of the work.¥2  Still he devizted from its rules in some
cascs, and as he was undoubtedly 2 genius, this was only natural dhae
he weuld make some innovations, and the tradition clearly supporss
thus assumption.”™  This makes the author of the NS. a predecessor
of Bh3sa, and maj give us some light on his dare. Bur whar 1s the
date of the dramaust?  Some scholars are sull unwilling to 2ccord 0
him the annquity which Ganapau Sastri claumed for him so legitima-
tely.** Hence a fen words should be said on the subjecr. Aftera
close study of the NS. and of Bhisa, we are convinced zbout the val
dity of the arguments presented by this veteran scholar; and bus
conclusion has been very ably upheld by Dr. Puaslher in his excellent
study on the dramaust.”  We are 1o complete agtcement with him
when he concledes.

From the flowing tone of Bhisa's Sanshric and the converss-
uonal style of his dimlogues which are short, ezsy, graceful and
colloquial we arc inchned o think thae Sansbne was 2 spolen
langeage 1 Bhisa’s ume, and so we place him after Pintm,
belore the latter’s grammer got 2 swong foor-hold, and probably
betore Kty 3yana (350 B. €)=
88 But the Prakrir of the plays of Bhisa, as shey have reached

us, needs somec comments. As we have seen 1n the introduction to
wext,™ the Praknr of dramas was zlways tn a stare of Sux. In the
begmnntog, the Pralmr of dramas was not considered a separate
language, bue a mode of speaking ; and such a condition prenailed
probably in the tme of Pinint and even conmnued for some nme
afrer hum. Mose probably the onginal orthography of Bhis’s Praknc

was not much different from that of Sanshrie, and the available Pralrit

83 Awimiraba, ed, Devadhar., IL

g0 See Intro, Text, § 63

goa Sesthenote 1 o0 V, 167,

g1 lnrro, Svapomisaavadars, TSS,

92 AD, Pusaller, Bhasa: A Study, Lahore, 1630,
93 shed. p 64,

94 Sce Intro, Test, 5§ 41-33.
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passages of Bhisa speak for the date of the MSS. tradition they
followed, rather than that of the dramatise. Hence there 15 no bac
to place him between 400 and 350 B. C. just before Kaunlya (350
B. C)” who made a quotation from a play of his. Under thess
crcumstances the mose probable date for the NS. becomes abaur
500 B, C. because it was known to Bhiss.

89. Here we are to take up again the question whether the NS,
should be assigned to the Maurya period {324-336 B. C.). For the
geographical data seemed to have pointed in this direction, But
aiong with this it may be said that the NS§. XIV  descnbed
the areas where differenc Seyles of Procedure were to be followed 1n
the production of plays. The author was here handling a data of
cultural brstory.  Hence there can be no objectron to assuming chat
the popular art of Indian natya spread as far as the distant Vahhika
(Bahlika) and Nepila in the pre-Mautya times, [t may, thezefore, be
concluded chat the wotk was written in 500 B. C.  Asthe NS,
mentions the $ikya framanas, it cannot be assigned to a date much
prior to the maebi-pari-nirvips of Buddha®

Vi. DATA OF INDIA'S CULTURAL HISTORY

go. The NS. written most probably in the fifth century, B. C.
becontes an important historical document telating to India of the
pettods in its immediate neighbourhood,  But this relates not so much
to the political as ¢o the cultural history. As drama embraces all the
different activities of men and the NS, recognizes the face, it gives
us 3 glimpse in varying degress of the Lfc of sll classes of people.
We ate giving below very bricfly an idea of the principal subjects on
which the INS. enlightens us in one way ot another.

95  Sec above rote g,

56 This date is 486 B C, according to Raychavdhuri, Sec The Polidal
Hist. of Ancicnt India, 6th <d pp. =226-228 The date 544 B.C, according to
the Ceyloness rechoning, is considered less authente by most of the scholars.

|4
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1. Grography

g1. In St chapters XIV, XVIU and XXIIT the NS. mentions
the regions Itke Afiga, Antargii, Andhra, Avanti, Arsudeya, Anarez,
Udaliaga, Usinara, Odra, Kaliiga, Kaimira, Kosala, Tamralipes,
Tosala, Tripura, Dafarni, Dilsindtya, Dramida (Dravida), Nepila,
Paficila, Pubnda- (bhimi), Panndra- (bhiien), Pedgjyotisa, Pravaiga,
Prafiga, Bahirgits, Brahmortara, Bhargava, Magadha, Madraka, Malada,
Malavarzaka, Margava, Malava, Mahavainnd, Mahendra, Mrrukavar,
Mosala, Vahga, Vatsa, Vanavsa, Vablika (Bahlika), Vadids, Videha,
Sdrasena, S$ilvaha, Sindho, Sauristra, Sauvira, and che rivers Iike the
Carmanvad, the Vewravati, Ganpd, and the Mahivainpi and the
mountains ke Mahendra, Malaya, Sahya, Mekala, Kailapaijara,
Himalaya and Vindhys, It also names Bhiratavarsa, Jambudvipa

(probably m the sense of Asa) and Bhadrifva, Ketumila and
Ustarakuru,

2. Etbrography
92. Names of the following tribes occur 1n the NS, = Kidi,
Kosala, Barbara, Andhra, Dramida, Abhira, Sabara, Cagdila, Saka,
Pahlava (Pahrava), and Yavana. As 1n some cases their costumes
and colours have been mentioned, 1¢ may be possible to teeat them

better hustoncally.  The omission of the Hunas and the Cinas may
also be of some value 1 this connection.

3. Languages
93. The NS. (XV. 1-35) gives a short description of Sanshrit
and there is also description of Praket in the chapter XVII (1-25).
Speaimens of Prakrit available in the Dhrusds are also of value in
a connecrion with the historieal study of Prakrie. We learn, besides.
something about the positfon of languages of the tribes like the
Batbaras, Kuatas, Andhras, Dramidas, $abacas and Cadilas.

4. Lateratare

94. The NS, contributes substantially to the study of the lierary
Iistory of India by strengthening the conclusion of Gapapati Sastsi
abeur the high antiquity of Bhdsa who compares not at all unfavour-
ably with the better known Kalidisa. Besides, the zuthor of the NS.
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being th= first known writer on metres and figures of speech in
Sanskric has its special importance in for the study of the subjeces.”™
The same thing may be said about the theory of Sentuments (rasz)
formulated first in connection with judging the  performance of plays,
The theory came later 1o cccupy a very important position in the
criticism of poetical works of all cypes.
5. Costames and Ornaments

95. How men and women dressed themselves and decarated their
bedy, furnish indeed a valuable data of sociology. The author of the
Ns. gives (XXIII) on this paint, as in many other cases, 2 somewhat
detailed information. From it we know in what way the women of
different regions treated their hair and showed preference in choosing
calours of their clothes etc. Desctiptions of diffetent sets of otnaments,
wom by men and women teveal also to us an interesting picture of
ancicnr India.

6. At

g6. From the NS, one cap gather the principles net only of ares
Iike dance, drsma and oisic, but the work may prove valuable in
studying painting and sculpture,  For in the Vignudharmottara (L2.4)
it has been said that the canons of paintng are  difficult to understand
without an acquaintance with that of dancing. Now the Indian
drama, as we have szen before, depends 2 grear deal on dance which
was in factjts mainstay. The same work connects similaly the
eanans of painting with that of jmage-making, Thus the three arts
being connected with onc another, the NS, receives its addirianal
impertance, Blence it is natural for jr to describe various male pos-
wtes (sthing) such as Vaisnava, Samapada, Magdala, Alidha and
PraryIlidha (XI. go-71), and female postures (X1 159-16g).  These
and the various gestures deseribed in the NS, may be helpful in
studying the ancient sculprures and painting, It should also be noted
in this conpection that the Samaringaga-sitradbita, 2 medieval
encydopedic work while describjng the rules of making jmages,
describes (ed. GOQS, Vel 11, pp. j0f.) the hand-gestures almost jn the
lipgraze of the NS,

681 Writers lixe Dr. S, K, Dc azd Dr. P, V, Kape have already nodsd
this,
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7. Ars amatornia
g7. Besides giving other nformations on the subject the NS,
levotes one entire chapter (XXV) on topies included 1nto ars amatorra
varirkd). This, of coutse, was meanc for helping the playweights i
Irawing female characters. It also supplements the hnowledge of the
subject that can be gathered from Vitsydyana’s Kimasttra wiitten
srobably about the fourth century B.CY

8. The Arthatistra

98. The NS. incidentally discusses certain topics which belong
propecly to the Arthafistra® For cxample, 1t describes the ideal
jualities which the king and lus 1mportant functionaries such as,
the leader of the army (semdpats), the chaplam (prerodbas), ministers
mantrin), seceetanies (szcwz), judges (pradurvika), warden of the
xinces (kumdrddbikrta), and the members of the royal court (sabbz-
tara). Al these descripions might well have been taken from some
inctent wrter on polity like Brhaspati, whom the NS, mentions as
ts authority. Some of the terms used 1n this work deserve a special
liscussion.  The word sabbastira translated as a couttier occurs in the
3mres of Vydsa who thinks chac chis officer should hold discussion on
natals (dharma-vikys) Nilakantha cxplaning the word occurting
n the Mbh. (4. 1. 24) was of the aptnion that 1t was equivalent to
abbya s e, 3 courtier particulacly incerested 1n gambling, I 15 also
o be gathered from the NS, thar the dvistba (XXXIV. 73-74)
:quivalent to Kautilya's dauvarika was to be a snataka i.e. a Brshmana
who duly finished his Vedic studies.  This seems to give clue to the
sudden tise of the Sufigas (Brahmanas) after the Mauryas. Pusya-
mitra Suhga described by Sylvain Léwi as “a mayor of the palace”
was probably oniginally a sntaks employed as a dauvirika. Another im-
portant wotd 1s kumaradbskria, equivalent to Kauulya's Rumaridbyaksa,
which became probably the kumaramatya of the Gupta times,

9. Psychology

3 The NS. seems to be che firse in recognizing the twofold
mportance of psychology in connection with the production of a play.

97 Sce above 862, 98 Scc XXXIV, 34:08
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Ies classification of Heroes and Herolnes according to their psychalogi-
cal nature proves its admission of the importance of the subjece on the
creative side of the dramatic are ; for, with a sufficient knowledge
of alf posuble tcactions of caviranments and incidents wpon the
different characters, the greatest possible success n characterization can
Be achieved.  On the crtical side also che importance of psychology
was realized by the Indian theotists almost simultaneously. It was
discovered quite early that no objective standard of excellence ever
existed in matters telating to art, and the enjoyment of a theatnical
production consisted particularly of reactions which the art of the
playwrighe as well as that of the acters could cvoke successfully
spectators of different types. It 15 on this assumption that the theory
of Seotiments {r2:2) and the Psychological States (bbiva), 1mportant
for the criticism of the ctheatrical production as well as the play on
which it depended, got an impertant place in the hrerarure of Indi.
Ognc advantage of this is that not allowing any rigid objective stan-
dard, it made due allowance for views of the people who might differ
widely from onc another in therr tastes because of their varying
cultural backgtounds.
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THE NATYASASTRA

Caarter Oxe
ORIGIN OF DRAMA

Salutation
t.  With a bow ro Pitimaha® (Brahm3) and Maheévara®

(S1va) I shall relate the Canons of Drama®, as these were
uttered by Brahma.

Sages guestion.

2-5. Once in the d;lys of yore, high-souled sages such
as, Atreya' and others who had subdued their senses,
approached the pious Bharata®, the master of dramatic art
duting an intermisston of studies. He (Bharata} then just
finished the muttering [of Mantras] and was surrounded by
his sons. The high-souled sages who controlled their senses,

1t 1Pitdmaba (the Graod-Father) is a Purdnic epithet of the Vedic god
Brahm3. For the Putrs (the Fathers) such as Angiras, Bhrgu, Daksa and Marici
and others, whose descendants peopled this earth, were his progeny. In the later
Yrarahent wd «igon ke, Brohmio godandly acades b nalsged
and practically vanishes.  Hus place #s taken by Swva, and Vienu,
2 Mahesvara (the Great God) is another name of Siva, who is originally
2 pre-Vedic deity. Salutation to Siva along with Brabmi, is very tare in Indian
literature.
¥ By *drama” in this congexion is to be understood any play tn sts
theatrical and lierary charactes. For on this point Ag. (I.p.7) says that
the NS, is meant [or the producer (of a play) as well as the poet (=playwnghr).
2. 1 Atreys—There are two Aweyas. One is a disciple of Y§jfavalkya
(Mbh.) and another that of Vimadeva (Brahma P)  See Vidyalatikir, Jivani-

kosa, sk voce. AN =
* Purinas, except the Matsya (34. 28-3
Z

Aot
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respectfully said to him, +0 Brahmin, how did originate the
Natyaveda® similar to the Vedas, which you have propery
composed 2,  And for whom is it meant, how many limbs
does 1t possess, what s s extent' and how is it to be
applied?  Please speak to us in detail abour 1t all®’,

Bbarata Answers.

6. Hearing these words of the sages, Bharata spokethus
mn reply about the Niryaveda:

7-12.  “Get yourselves cleansed, be attentive and hear
about the ongin of the Natyaveda devised by Brahm3'. O
Brahmins, 1n the days of yore when the Golden Age (Krta-
yuga) passed with the reign of Sviyambhuva [Manu], and
the Silver Age (Tretdynge) commenced with the career of
Vawvasvata Manu, and people became addicred o sensual
pleasures®, were under the sway of desie and greed, became
affected with jealousy and anger and [thus] found their
happiness mixed wich sorrow, and Jambudvipa® protected by

3 Niatyaveda—The *Natyaveda” according to Ag, 15 2 synonym for the
"Natyasastra’, and 15 no Vedic work,

! pramana=extent, Ag tikes the word in the sensc of proof
(praminam atra micays-janakatvam), but he ares another view as well, which
takes the word to mean ‘number’,

*From the five questions pot in here, it is not to be assumed that the
treatment of subjects mentioned will follow the order of these,

7-12 ¥ The reference here is to the Nityaveda alleged to have been
composed by Brahmi in about 36000 flokas, Sec Preface to NS (B.) pp. 6-7..
also Ag, (L. p. 8).

% grimysdbarma—Ag explains the word dificrently.

® According to ancient Indian geography, the earth was divided first into
four and thep inw scven dvipss (continents), Jambudvips is one of them.
It included Bhirata-varsa or Bharata-vatss, known at present as “India’.  Viszo
P.(ch. 1-12) See H, Liders, Varuna, Gocungen, 1951, pp. 288.292 and
Winterpitz, Hist, of Indian Literature, Vol. L p. 548.
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the Lokapilas (guardians of the worlds) was full of gods,
Danavas, Gandharvas, Yaksas, Riksasas and great Utagas
(Nigas), the gods with the great Indra as therr head,
[approached] Brahmi and spoke to him, “We want an object
diversion, which must be audible as well as visible, As
the [existing] of Vedas are not to be listened to by those
born as Sidras, be pleased wo create another Veda which will
belong [equally] to all ¢he Colour-groups* (varna).”

13. “Let 1t be so,” said he m teply and then having
dismussed the king of gods (Indra) he resorted to yoga' and
recalled to mind the four Vedas.?

14-15. Hs then thoughey; I shall make a fAfth?' Veda
on the Natya with the Semi-historical Tales (stshasa),” which
will conduce to ducy (dbarma)}® wealth (artha) as well as
fame, will contain good ceunsel and collection [of traditional
maxims], will give guidance to people of the Euture as well,
1 all cheir actions, will be entiched by the teaching of all
authoritative works (32strs) and will give a review of all arts
and crafes.”™

¢ This relates to the four classes such as Brahmana, Ksatriya, Vaisya and
Sadra,

13 1 Yoga bas been defined in Patanjalt’s work as cuttavretinrodbab, It
however begins with the concentration of mind,

% Aftcr 13, B, reads ene additional couplet. But G. considers this passape
to be spurious and puts 1t 1n the footnote

1415 ¥ In the catly Indian literature the stebdsa alone was considered as
the fifth Veda  See Chindogya Up, VIL If and 7, and Sutta-mpars, I8 7
(sellautta)  Kaunlya too gives the same position to the stibdias. See
Winternitz, Vol T p 313 N

* On stibdsa see below,

3 dbarma alse means vicrue, law and custom etc

4 The wotd filpa 15 very often synonymous w! Eali. As the 64 Ralis
enumerated 10 different works include differcr® 2085 and cxalts, these two
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16.  Whth this resolve the Holy One from his memory
of all the Vedas, shaped this Naryaveda compiled from the
four of them.

14-18. The recitatve (pathya) he took from the Rgveda,
the song from the Sima[veda], the Histrionic Representation
{¢bbinaya) from the Yajur[veda] and Sentiments (rass) from
the Atharvaveda, [and] thues was created the Nityaveda
connected with the Vedas principal and subsidiary (vedopa-
veda), by the holy Brabmi who 15 emniscient.

1g-20. After the creation of the Nityaveds, Brahma
said to Indra (lir. the lord of the gods), «eSemi-historical Tales'
have been composed by me, you are to get them [dramatized
and] acted® by gods. Pass on this Nityaveda to those of

words may be translated as ‘arts and eralrs.” Silpa, however, is sometimes to
be distingnished from kald, 20d then 3t may mean merely ‘a craft.?

17-18 VThe Vedas are all well-known, and there are at Jeast four Upavedas,
one being attached to each of the Vedas, They are as follow- the Ayur-
veda {the Saence of Medicine) to the Rgveds, Dbanur-veda (the Science of
Arms) to the Yajurveda, Gindharva-veda (Musical Scicace) to the Simaveda,
and Sthipatya.Sastra (the Science of Architectnre) to the Atharvaveda

tg-20 ! Kautilya 1 his deBmition of st:bisa cnumerates parins and stivrita
as belonging to its contents.  An sriurtta, zccording to Wiaterniez, ezn only
mean an “hustorical eveat™ and parime probably means “mythological and
legendary lore ™ Vol. 1. p. 518, Pargiter bas, however, extracted solid his
torical facts from some of the extant Puranas {See bis Ancient Indian Historical
Traditions, London, 1922)  Accotding to the Indun tradition yribidss is said
tobe an account of events that occured in the past, carrying in it instruetions
about duty, wealth, enjoyment of pleasure, and salvation. The same wadition
assigns the position of srbdss to the Mahibharara the prear Indian epic,
I is possibly this strhZss that has been connected with the Natyaveda by the
author of the §dstra, Hence it appears that Oldenberg’s theory about the
oifgioa] ronnexion between epic and dramatic pocmxy, is worthy of sericus
consideration, * Nagyakbyam paiicamam vedam setibisars karomy abam (15)
seems tobe very significdne, Ag. (Lp 13) exPlzins setshisem as wibidsos
padeiskariipam saprabbedam) See Winternitz, Vol. L. pp. 100 £, 3121,

3 Sec note on 14-15 abave,

\
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the gods who are skilful, learned, bold in speech and 1nnred
to hard work.”

21-22. At these words of Brahma, 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 to maintain 1t,
nor are they fit to understand ic and to mahe use of it; they
are uafit to do anything with the drama.

23. “The sages who know the mystery of the Vedas
and have fulfilled their vows, ate capable of maintammg this
(Natyaveda) and putting it into practice.”’

Brabma's command and Bbarata’s instrsction to bis sons

24. On these words of Sakra (Indra), Brahma said wo
me; O che sinless one, you with your one hundred sons
will have to put it (the Nityaveda) to use.”

25. Thus ordered I learnc the Nityaveda from Brahma
and made my able sons study 1t as also [learn] its proper
application.

Names of Bbarata's one bundred sons

26-39. *[Names of my sons are] Sindilya, Varsya,

Kohala,” Darula,® Jatila, Ambagthaka, Tandu, Agméikha,

23 *The word mwni is cvidently to be derived from the Pkr, ot
muny ‘1o know" which is most probably ot of Sanskridc origia.

26-33 ' B.and G. read some of these names diffcrently. The so-called
sons of Bharata were probably authots who wrote on drmmaturgy, hiswionic
are, danee and music ete. Singabhiipila mentens the Arst four, Sce below
notey 27,

2 Kohalz bas agzin been mentioned in XXXVI, 6g. Ag. bas referred to his
opinica several times and quoted from bis work on nZtys (Vol. L pp. 140,
173, 182, 183, 185; Vol. I, pp. 26, 55. 130, 133, 142, 134, 146, 147, 150
555, 497 416, 421, 434. 452, 438, 450). Later writcrs ke Dimodaragupta.
Hemacandra, §irigadeva, Siradinanays and Singabhipils ackaowledge bim
as an authority oa draeaa 20d music (Ses S. K, De, Ske, Poeucs, p 25. . 0.)
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Saindhava, Pulom3, $3dvali, Vipula, Kapifjala, Bidai, Yawna,
Dhiimriyana, Jambudhvaja, Kiksjangha, Svarmaka, Tapasa,
Kediri, Sabikarna,* Dirghagitra, $3ltka, Kautsa, Tzndiyani
Pingala, Citraka, Bandhula, Bhallaka, Mustika, Saindaviyana,
Thairila, Bhirgava, Suci, Bahula Abudha, Budhasena, Pandu-
karpa, Kerala, Rjuka, Mandaka, Sambara, Vafjula, Magadha,
Sarala, Kant, Ugra, Tusara, Pirsada, Gavrama, Badardyana,®
Visala, Sabala, Sunabha, Mesa, RKailtya, Bhramara, Pitha-
mukha, Munt, Nalhahutea,' Afmakurta,” Sarpada, Uttama,
Piduka, Upinat, Srots, Casasvara, Agnikunda, Ajyakunda,
Vitandya, Tindya, Kartardksa, Hiragyzhsa, Kufala, Duhsaba,
Lija, Bhayinaka, Bibhatsa, Vicahsanz, Pundeakss, Pupdea-
nisa, Asita, Sita, Vidyuythva, Mabgjihva, Silank3yana,
Syamayana, Mithara, Lohitinga, Samvartaka, Paficafikha,’
Todikha, Sikha, Sankhavarnamuokha, Sanda, Sadkukarpa,
Sakranemt, Gabhasti, AmSunidli, Satha, Vidyur, Sitajangha,
Raudta and Vira

39-40. [Thus] at the command of Brahm3 and for the
benefit of the people I assigned to my sons different roles
suitable to them.

® Az, hasquoted a passage from the work of cne Darlicirya (Vol L
p-205). He seems to be identical with this Dattila,  Sec also note 1 abore.

! S3likarna is probably identical with Sitalerna referred o 2nd qooted ic
the commentary of the Anargharighava (p. 7. see Lévi, 1L pp. 27, 65) and
the N L. (p. 47, ed. M. Dillon). C¥, $ilivihana=Sitavihana,

5 The N L. (pp. 46, 144) rcfers to 2nd quotes from him,

¥The Namkalakszna (pp. 114, 121) refers to 2nd quotes from this authordry.
So does SD (294).

7 The N L. (pp. 4, 19, 144, 115) refers © and quotes from this ambority.

E In 200 B, C, one Paficafikha was considered to be Indra”s musidian. See
THQ, XXXII (1956) p. 122
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. Performance begins with the three Styles

41. O Brzhmins, I then prepared to give 2 performance
(prayoga) in which was adopted the dramatic Styles (vren)
such as the Verbal (bbarati), the Grand (séstvati), and the
Encrgetic (rabbati).

42-43. IDthen went' [to Brahmi and] after bowing,
informed him [of my work). WNow Brahma (lit. the gurs
of gods) told me to include the Graceful (Rasftki) Style also
[1n my performance], and he asked me to name materials
conducive to its introduction.

43-45- Thus addressed by the master 1 replied, +Give
me instruments (fit. materials) necessary for putting the
Graceful Style into practice. At the tme of Nilakagtha's'
(Sivz) dance I have seen his Graceful Style appropriate to the
Erotic Sentiment, and this requires beautiful dresses and 1s
endowed with gentle Angabiras® and has Sentiments (rasa),
Stares (bbdva)’ and action as its soul.

Creation of Apsarasas for the Graceful Style
46-47. This Style cannot be practised properly by men
except with the help of women.” Then the powetful Lord
(Brohmi) areated  from his mind nymphs who were skillful

4t 'The four Styles probably tclated to four tribes such as Bharata,
Sittvats, Kefika and Anbhara.  Among these Bharaea and Sittvaza are well-
known, The remaining two names might have been lost. Kadftdi has a
variant Kaxiiki. See P. C. Bagehi, Bhirac-O-Madbya-asiz (Bengali) pp. 49-52.

42-43. pragréys (=embracing) bas been taken to.mesn “going to*

43-43 Simis lodias traditional god of dance. See M. Ghosh (ed)
Abhinayadirpana, Calentra. 1957, English Translation, p. 1.

3For wigabiras see IV, 16 f. *For details on Stares see VIIL
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in embellishing the drama,’ and gave them ovet to me [for
helping mc] in the performance.

47-50. [Their names® are]d Madjukedi, Sukedi, Misra-
Lef1, Sulocans, Saudamini, Devadatd, Devaseni, Manorama,
Sudad, Sundari, Vidagdhz, Sumili, Santati, Sunandi,
Sumukhi, Magadhi, Anupni, Sarala, Keralz, Dhrti, Nandi,
Supuskali and Kalabha.

Svati and Narada engaged to belp Bharata
50-51.  And by him (Brahma) Svau' together with hus
disciples was employed to play on musical instruments, (lit.
drums) and celestical musicians (gandbarva) such as, Narada'
and others were engaged 1n singing songs.”

Bharata meets Brabma agan

51-53. Thus after comprehending the dramatic arr
(natys) which arose out of the Vedas and their [different]
limbs, I along with my sons as well as Svati and Narada
approached Brahma (lit. lord of the wotlds)with folded palms
and said that the dramatic art has been mastered, and prayed
for his command.

The Banner Festval of Indra and the first
production of a play
53-55- ©On these words. Brahma said, A very suitable
time for the production of a play has come:; the Banner

46-47 ‘nigyalankira here may be taken also to mean nagyaleikiras men-
tioned in XXIV, 2-5,

50-51  * One Svitt has been mentioned in the Visou P, Naradz is also
2 well-known Purnic sage. He s mentioned as a musician 1n Bhagavata
and Viyu P. Sec Vidyalankar, JK. sub voce.

? Ag. thinks gana in this connexion means the playing of stringed instru-
ments and flutes,
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Festival' of Indra has just begun; make use of the Natyaveda
now on this occasion.”

55-58. I then went to that festival in honour of Indea’s
victory which took place after the Dinavas and the Asuras
(cm:mits of the gods) were killed. In this festival where
jubilant gods assembled in great numbers I urrered for their
satisfaction the holy' Benediction (nandi) contatning blessings
with words in their cightfold® aspeces (astanga, lit. of cighe
limbs). Afterwards I devised an 1mitation of the situation
in which the Daityas wete defeated by gods fand}, which
represented [sometimes] an  altercation and tumult and
[sometimes] mutual cutting off and prercing [of himbs or
bodiesj.

The lexc:f gods reward Bharata’s party.

58-61. Then Brahmi 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.  Fuest of all the pleased
Indra ($akea) gave his auspicious banner, then Brahmi a

5355 * This festival occuered ont the twelfth day of the bright half of
the moon ta the month of Bhidra It was a very popular festwal in ancient
India  Advaghosa mentions it in his kdvyss Maba of dbvaja-mabs 1s
simply 2 Pke, form of the word makba meaning “sacrifice’, cf, Indra-makba.

55-58 1 Veds-sammitz means *hike the Veda’ s, e. *holy °

* The eight aspects of words 2re noun (ndmd) verb (akbyats), pacucle
(mpata), prefix (npasarga), compound word (samasd), secondary suffix (taddbeta),
euphonic combination (sandbi), case-endings and verbal suffixes (vsbbakis)
Sce XV, 4

5861 ! Making gefes to dagcers, singers and actors 2t 2 perfortance,
1s a very old custom in India, Such gifts were made by rich members of the
audience, while the common people cojoyed the pecformance without zny
payment. This cld custom is now dying out under the wfluence of modern
theatres whith realise the price of the cntertainment beforehand by sclling
tickets,

2
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Kutilaha® and Varuna a golden pitcher, Sarya {ghe sun-god)

gave an umbrella, Siva Success and Viyu (the witqd-god) a
the

fan. Vispu gave usa lion-sear, Kuvera a crown ab
goddess Sarasvatl gave visibility as well as audibiliry.?

62-63. The rest of the gods, and the Gandharvas, ¢t
Yahsas, the Raksasas and the Pannagas (Nigas) who wer
present in that assembly and were of differenc birth and
menr, gladly gave my sons speeches svired to thew different
rofes {in the play], States (bb7va),” Sentiments, [good physi-
cal] form, [proper] movement [of limbs} and strength as
well as beautrful ornaments.

Anger of the Dastyes

64-65. Now when the performance relaung to the
killing of the Daityas and Dinavas began, the Daityas who
came there [univited] nstigated by thc Vighnas (malevelenc
spirits) with Virupiksa os cheir leader, sayswe sRan’hiot'see ~
in this manaer this dramanc | p:rfomncc come forward”.

66. Then the Vighaas (evil spits) together with the
Asuras resorted  to magical power 5d Par:ﬁysed the speech,
movement as nell as memory

67-68 Sceing this

tion to :ISC.I‘U!LV‘

ofhe actors.

injury to them, Indra sat in medita-
o the cause of break in the performance and

found out that, surrounded on all sides by the Vighuas {evil

spirits), the Dutector (siitradbirs) together with his associates

{actors) had been rendered senseless and inert.

3 Kutilsha~See X0, 143144, a cuned mick At to be wsed by the
Jester! In Kildisss Milni, ccour bbuangame-kudida dandakatibs and
dandakagtba (cd. Pandit, Bombay, 188g, iV, 150, 160) XXIUL 167-170
describes this dendakistbe connected with the Jester, Itis to be noted that
Kalidisa does not usc the conventional word for the Jester’s staff.

2 From now on the numberntag of couplets is wreng i B,

1 For details on States see VI,
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6g-70. Then with eyes turning in anger he adorned
with all bright jewels rose and wook up that best banner
staff.  Witch this Jarjara, Indra smashed t pulp the Asuras
and the Vighnas who were hanging about the stage [for
mischief].

71-73. Then all the Vighnas together with the Danavas
having gone, the gods szid 1n joy, “O [Bharata,] you have
got a divine weapon with which all destroyers of a play have
made jarjara (beaten to pulp). Hence it will have the name
of Jarjara.!

73-75. The jealous Vighnas too who may come to do
violence to actors will go away on sceing the Jagjara.” To
the gods $akra (Indea) then sad  with pleasute, ©Let this be
so; this Jarjara will be the protection of all the actots.”

75-76. [And alterwards], when the play was ready and
Sakra’s (Indra’s) festival was going on in full force, the
jealous Vighnas began to create terror for the actors.

76-78. Having noticed these attempts caused by the
insult of the Daityas I, along with my sons, approached
Brahmi [and said], O holy one and best of gods, the
Vighnas (the evil spirits) are determined to spoil this drama-
tic performance; so enlighten me about the means of its
protection.””

78-79.  ©O the high-souled one,” said Brahm3 then to
Vigvakarmi,' “*build carefully a playhouse of the best type."

79-81.  After constructing it according to this instruc-
tion he (i.e. Vidvakarm3)went with folded palms to Brahmi’s

77-73 *This is evidently an instance of folk-etymology.

78-79  ? Vifvakarmi is the architect of the gods. He is very frequenty
met with in the Purinas. There was also a Vedic deity of this mame  See
Vidyalankar, JK, sub voce,
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coutt [and said], “O god, please have a look at the play-
house which has [just] been made ready.” Then Brahmi,
along with Indra and all other gods, went to have a view of
the playhouse.

82-88. On secing it Brahmi said o 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 Lokapilas (guardians of the worlds) its sides,
the Maruts 1ts four corners, Varuna the space [within the
building], Mitra the tiing room, Agnn the stage, clouds the
musical instruments, derpies of four Colout-groups the pillats,
the Adityas and the Rudras che space between the pillars, the
Bhiitas {spirits) the railing [of seats=dbarani]. the Apsarasas
1ts rooms, the Yaksinis the entre house, the ocean-god the
ground, Yama the door, the two Niga hings (Ananta and
Visuhi) the ewo blades of the door® (a'u:?m?atm), the Rod?®
of Yama the door-frame, [$ivas’] Pike the top of the door.

88 93. Niyau and Yama (mreyn) were made two door-
keepers, and the great Indra bamself stayed by the side of
the stage. In the Matcavarani was placed Lightning which
was capable of kilng Dastyas, and the protection of sts
pillats was entrusted 1o the very strong Bhiitas, Yalsas
Pifacas and Guhyahas. In the Jarjara was posted Thunder
(vajra) the destroyer  of Daityas, and in its sections (parva)
were stationed the best and powerful gods. In the topmost
section was placed Brahma, in the second Siva, in the third
Visnu, in the fourth Kartikeya and tn the Afth grear Nagas
such as Sesa, Vasuhi and Taksaka.”

82-88 1 Such dejries are nowhere to be met with,
28ec 1T 1-8 note 5.
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93-94- Thus for the destruction of the Vighnas, gods
were placed in different parts of the Jarjara, and Brahma
himself occupied the middle of the stage. Itis 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 Guhyakas 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, Omkirah® the Jester, and Siva the rest of the
characrers.

97. He (Brahm@)satd that the gods who were cmployed
to protect it (s.e. the play) would be its guardian deities.

Brabmi pacifies the Vighnas.

98-99. In the meanwhile gods in a body said to
Brahma, *“You should pacify the Vighnas by the conaliatory
method (s7ma). This (method) is to be apphed first, 2nd
secondly the making of gifts (dina), and {these proving
futile] one should afterwards create dissension (bheda) [among
the enemics], and this too proving unsuccessful pumitive
force (dand4) should be applied [for curbing them'].

100. Hearing these words of the gods, Brahmi cailed
the evil spirits and said, “Why are you out for spoiling the
dramatic performance?”

93-94 'SecV.74.

o6 ! Sarasvati mentioned hiere teems to be the Vedic goddess of the same
name, See Rk, I, 142, g and JK. sub voce,

* Omkira as a deity is very rurcly to be met with

98-9 1 This is an anaent Indian politreal maxin.
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101-103. Questioned thus by Brahma, Virnpiksa'
together with the Daityas and the Vighnas, said these con-
aliatory words:  +The knowledge of the dramatic art which
you have introduced for the first ume at the desice of the
gods, has put us in an wnfavourable lighr, and this is done
by you for the sake of the gods; this ought not to have
been done by you who s the first progemtor (lit. grand-
father) of the world, from whom came out alke gods as
well as Daityas.”

104-103. These words bemng uttered by Virtipiksa,
Brahmi sard, ‘Enough of your anger, O Daityas, give up
your gtievance (lit. sorrow), [ have preparcd thus Nityaveda
which will determme the good luck or 1ll luck of you as
well as of the gods, and which will tale to account acts
and 1deas of you as well as of the gods.

Charactersstics of a drama

106.  In 1t (narya) there 1s no exclusive representation of
you or of the gods: for the drama is a representation of the
States (bbavinsukirtans) of the three worlds.”

107. [Inu] sometimes there 1s [reference to] doty,
somenmes to gamcs, sometimes to manCy. Somcﬁmcs to PCBCC.
and sometimes laughter is found in ir, sometimes fight,
somettmes love-making and sometimes killing [of people].

108-109. This teaches duty o those who go against
duty, love tw those who are eager for its fulflment, and
it chastises those who are ill-bred or unruly, promotes sclf-

101-203 1 This name occurs in Rim, and Mbh. and in some Porinas,
Scc Vidyalankar, JK. sub voce,

106 * A K, Coomaraswamy has frecly translared 106-109, (See MG,
New York, 1936, pp. 16-17).
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restraint 1 those who are disciplined, gives courage to
cowards, enetgy to heroic persons, enlightens men of poor
intellect and gives wisdom to the learned.!

110. This gives divetson to hings, and firmness [of
mind] to persons afficted with sorrow, and [hints of acquirtng
money to those who are for earning it, and 1t bnngs com-
pasute to petsons agitated in mind.

r11-112. The drama as | have devised, 15 2 mmuery®
of actions and conducts of people, which 1s rich 1n vanous
emotions, and which depicts different situations.  This wall
relate w actions of men good, bad and indiffercnt, and will
give courage, amusement and happiness as well as counsel
to them zll.

113. The deama will thus be instructive® to all, through
actions and  States depicted init, and threugh Sentuments,
arssing out of 1t.

114-115. It will [also] gve relief to unluchy persons
who are afflicted  with sorrow and gnef or [over]-worh, and
will be conduawve to observance of duty as well as to fame,
long life, intellect and general good, and will educate people.

116. " There ts no  wise maxim, no learning, no art er
craft, no device, no action thae 1s not found 1n the drama

117-138. Hence [have devised the drama in which
meet all the departments of knowledge, different arts and
vanous actions.  So [0 Daityas] you should not have any
anger towards the gods, for 2 mmmicry of the world with 1ts

toS-109 1 All these lay stress on the educative aspect of drametSFior-
mances, .a"p’ - ﬁ;.
. QW iy
111112 YAristotls also brings mn ‘tmitatien” to nﬁa ae nd deoe
(See Postes) gk SN -
113 7 See above 103-109g moty
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Seven Divisions (szptz dvipa)’ has been made a rule of, in
the drama.

r1g. Stories taken out of the Vedic lore as well as
Senn-historical Tales [so embellished that they are] capable
of giving pleasnre, in the world, s called drama.

1zo. A mimicry of the exploits of gods, Asuras, Lings
as well as house.holders in this world, is called drama.

121. And when human nature with its joys and
sorrows, 15 depicted by means of Representation chrough
Gestures, and the ke (1. 2. Words, Costume and sattva) it 1s
called drama.”

Offersng Pijz to the gods of the siage

122-123. Then Brahmi said to all the gods, <Petform
duly e the playhouse a ceremony (yajana) with offerings,
Homa,' Manttas, (sacred) plants, Japa®: and the offenings in
1t should consist of catables hard as well as soft (bhoyya and
bhaksya).

124. Thus you all will have a happy adoration among
the mortals. A dramatic spectacle (preks3)' should not be

held without offering Pija® to the stage.

113113 1According to the later Purdnic geography the world was divided
into seven continents such as Jambu, Plaksa, $almali Kuvfa, Kraufice, Sika
and Pushara, Each of these continents was further subdivided into nine
regions, and Bhirata (India) is a region of the Jambu continent. See pote 3 on
7-12 abuve.

122-123 ! boma—oflering oblations to gods by throwing ghee into the
consecrated fire,

® mantra—formula sacred to any deity.

* yapa—repeating 4 mentrs or muttering it many times,

4 See Ag.

124 Preksi (Pali pekkb3) occurting in Siklhipadas (c. Goo B.c)

8 piiji—worshipping a deity with Bowers, sweer scent, incense, music and
offering of eatables,
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25. He who will hold a dramaric spectacle withoutr
offering the Pij3, will find his knowledge [of che art] useless,
and ke will be reborn as an animal of lower order.

126. Hence [producers of a play] should firse of all
offer by all means, Pij3 to the [presidiog] deity of the stage,’
which s stmudar to the [Vedic] sacnifice.

127. The actor (nertzkd) or his wealthy patron (artha-
#rtd) who does not offer this Piijd or does not cause it 1o be
offered, will sustain 4 loss.

128. He who will offer this Pz according to the rules
and the observed practice, will awmm zuspreions wealth and
will [in che cnd] go to heavens.”

12g. Then Bzhm3 with ather gods sad to me, slet
it be so, offer Pjz ro the stage.””

Here ends Chapter [ of Bharata’s Natya$asura,
which wears of the Origin of Drama.

135 T Sex XXNVT. x2
3



Cuarter Two
DESCRIPTION OF THE PLAYHOUSE

1-2.  On hearing Bharata’s words, the sages saud, <O
the holy one, we would like to hear about the ccremony
relating to the stage.’  And how are the men of future to
offer Pizja 1n the playhouse or [to hnow about] the practices
related to it, or 1ts accurate description?,

3. As the production of a drama begins with the play-
house, you should [first of all] give us res description.”

Three types of a playbonse

4. On heaning these words of the sages, Bharata said,
«tListen, O sages, about the description of a playhousc1 and
of the Piij)i to be offered 1n this connexion,

5-6. Creations of gods [observed] in houses and gardens
are the outcome of their [mere] will; but men’s [creative]
activity should be carclully guided by rules [laid down 1n the
Sastras]. Hence, listen about the method of bulding a

1-2 ! ranga here means “the stage.” It may also mean the auditorium as
well 25 the spectators sitting there, See Kilidisa; Sal. 1 4, 2.

4. * Except the cave (¢ 200 B C ) m the Ramgarh hill suspected by Th.
Bloch (Repert of the Archaeclogical Survey of India, 19034, pp. 123 1) to
kave been the remains of a theatre, therc is to other evidence of the existence
of a playhousc in ancient Ind1a, From the description of the playhouse in the
present chapter we learn that it was constructed with brick walls and wooden
posts probably with a thatched bungalow roof. The samgidasili (samgitaicla)
menttoned by Kaliddsa in his Malavi, was probably a playbouse. Large open
halls called nazmandsr often found in front of more recently built temples in
Bengal and the neighbouring provinces may be connccted with the extinet
playhouse, This nat-mandir or nit-Jali is often met with n the medieval
Bengali literature,
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playhouse and of the manner of offering Piija at the site [of
its construction].

7-8.  There ate three types of playhouse devised by the
wise Visvakarmi [the heavenly architect] in the treatsse on
his arc (§3stra).  They are oblong (uskrsta)® square (caturasra)
and triangular (tryasra),

Three sizes of the playhonse

8-1x. Their sizes varylj they may be large (1yc:tba),
middle-sized (madbys) and small (avara).! The length (he.
measurement) of these [thrce types] fixed in terms of cubits
as well as Dandas, is one hundred and cight, sixtylour or
thirtyewo.  They” should [respectively] have [sides] one
hundred and eight, sixrylour and thirtytwo Jcubus 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].’

8-1x ?Some are for wdentifying the oblong, the square 2nd the trangular
types respectively with the large, the middle-sized and the small playhouses,
but Ag, very righdy objects to this  According to Ag.’s view there will be
the following nine types at playhouse; () large oblong, fu) large square,
{iii) large triangular, (v) medwm oblong (¥) medmum square, (v1) medinm
uiangular, (wi) small oblong, (vin) small square and (z1) small triaogular.
For a free translation of the passages in this chapter (8, 17, 19, 24-28, 33-35,
43-53, 63, 68, 69-92) rclating to the construction of the playhouse sec D, R.
Mankad, “Hindo Theawre” in IHQ: VIIL 1432, pp. 482 &,

® They s, ¢ the lurge, the middle-sized and the small.

3 As the measurements described are both 1o terms of cubits and dandas
(4 cubits), erphteen kinds of playhouse will be avatlable, ‘

§ Ag. (L. 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 seem to be plausible  So the other view, mennoned by btm, which rakes
gods and Fings ete. as spectators may be accepted.

8 After this, B. reads three couplets which go righlly between 20 and 24.
G. also holds the same view.
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The table of measnrement
12-16. Listen now about the measurement of all these
theattes, which has been fixed by Viévakarma. Units of
these measurements’ are:  Anu, Raja, Bila, Liksa, Yuks,

Yava, Afigula, cubit (basta) and Danda.

8 Anus = 1 Raja
8 Rajas = y Bila
8 Balas = 1 Liksi
8 les,is = I Yﬁki
8 Yukis = 1 Yava
8 Yavas = 1 Angula
24 Angulas = 1 cubit
4 cubus = 1 Danda,

With the preceding table of measutement I shall describe
them (r. e. the different classes of playhouse).

A playbosse for mortals
17.  An [oblong] playhouse meant tor mortals® should
be made sixtyfour cubits in length and thireyrwo cubits in
breadth,

Disedvantage of a too big playbouse
18-19. Noone should buld a playhouse bigger than
the above; for a play [produced] in it (re. 2 bigger house)
will not be properly expressive. For anything recited or
uttered in oo big a playhouse will be losing euphony

12-16 3 The table of measurement given here agrees substantially with the
one givent by Kautilys (see IHQ VIIL, p, 487 footnote).

17 * ' A mediom oblong playbouse is teant here. It is deseribed in detail
fater on, See 33-38. 4345, 6365 below.
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[for the hearers] due to weak resopance of the scunds
uttered,

20, [Besides this] when the playhouse is very big, the
expression in the face [of actors] onwhich rests the Represen-
tation of States and Sentiments, will not be distinctly visible
[to all the spectarors].

21. Hence it is desirable that playhouses should be of
medivm size, so thar the Recitatives as well as the songs in
it, may be more easily heard [by the spectarors].

22-23. Creations of gods [observed] in houseand gardens
are the outcome of their [mere] will, while men are to make
careful efforts in their creation; hence men  should not try to
tival the creation of gods.® 1 shall now describe  the charac-
teristics of a [play] house suitable for human beings.

Selection of a sustable site

24. The experr [builder] should first of all examine a
plot of land and then proceed with 2 good resolve to measure

e site of the building,

25. A builder should erece 2 playhouse on the soil which
is plain, firm, hard, and black or not white,

26. It shounld first of 21l be cleared and then scratched
with a plongh, and then bones, pegs, potsherds m it as well
as grass and shrubs growing in it, are ro be removed.

Measurement of the site

27a. The ground being cleared one should measure out

[the building site].!

18-19 18Sec Ag. on this point.

22-23 1That is, morrals (men) shon'd not build 2 playhomse of the higgest
type which has been preseanbed for gods,

273 ' This kemisuch 1s followed in B.and G, by one coupler which fa
trans, is as follows: The asterisas Ustzeaphilguni (Beta-Leons), Utnardsa-
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27-28. Under the asterism Pusyi (Cancri) he should
spread [for measurement] a piece of white string which may
be made of cotton, wool, Mufija grass or bark of some tree.

Taksng up the string

28-31.  Wise people should prepare for this purpose a
string which is not lable to break. When the string is
broken 1nto two [picces] the patron’ [of the dramatic spectacle]
will surely die.  When 1t 1s broken 1nto three a  pohiical
disorder will occur in the land, and 1t being broken into four
pieces the master of the dramanic arc® will perish, while if the
string ships out of the hand some other kind of loss will be the
resule. Hence st 1s desired that the string should always be taken
and held with [great] care. Besides this the measurement
of ground for the playhouse should be catefully made.

32-33. And at a favourable moment which occurs 10 2
(bappy) Titht* during 1ts good part (sn-karapa)® he should
get the auspicious day declared after the Brahmins have been
satisfied [with gifts]. Then he should spread the string
after sprinkling on it the propiating water.

The gronnd-plan of a playbouse

33-35. Afterwards he should measure a plot of land
sixtyfour cubits [long]* and dwide the same [lengthwise] into

db3 (Taw-Sagutani), Uttarabhidrapadd (dndromeder), Mrgadiras (Lambde-
Onon), Vidikha (leta-Libra). Revatn (Pucism) Hasia  (Coruii), Tisrd
(Delts-Canen) and Aouridha (Delra-Scorpns) are favourable in connexion with
drama.

2831 ! seimmab==packsipateb, Ag.

? prayoktur=nityaciryasya, {Ag)

32-33 ! tabi—z lunar day.

2 karana—a half of a lunar day, see below 43-45 note

33+35 * See 17 above and the pote 1 enie.
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two [equal] parts.  The part which will be behind him (s.e.
at his back) will bave to be divided again into two equal
halves.  OF these halves one [behind him] should be again
divided equally into two parts, and on one of these will be
made the stage (rafga-firsz) and on the parc at the back the
tiring room.

The ceremony of laying the foundatson

35-37- Having divided the plot of land according to
rules laid down before, he should lay 1n it the foundation of
the playhouse. And during this ceremony [of laying the
foundation] all the musical instruments such as, conchshell,
Dundubhr’, Mrdafiga® and Pagava® should be sounded.

37-38. And from the places for the ceremony, undesita-
ble persons such as heretics’ including Sramanas,” men 1n
dark red (kasiya)’ robes as well as men with phystcal defeets,
should be turned out,

38-39. At night, offerings should be made 1n all the
ten ditections [to various gods guarding them) and these
offerings should consist of sweet scent, fowers, frmts and
etables of vartous other kinds,

3537 * dundubbi—a Lind of drum

* mrdanga—a kind of earthen drum.

* panave—a small drum or tabor.

37-38 1 pasanda—Derived enginaly from parsada (meaning ‘assembly’ oc
“community’) its Pke. form was pZsada With spontaneous nasalization of the
second vowel it pave rise to Afokan pasamds (Seventh Pullar Edice, Delhie
Topra), which 13 the basis of Ske. pdsands in the sense of *hereric,’

B, reads framng, but G Sramans; the word means naked Jain monks,
Sce XVIIL 36 note 2,

? kasiya vasang—men i kisZys or robe of dark red colour; such people
being Buddhist moaks who accepted the vow of celebacy, wete considered an
cvil omen, for they sy mbolised unproductivity and want of wordly suceess etc,
Sce also XVIIL, 36 note 2.
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39-41. The food-stuff offered in [the four cardinal
directions] east, west, south and north, should respectively
be of whice, blue, yellow and red colours. Offerings preceded
by [the muttering of] Maacras should be made in [all the
ten] different directions to deities presiding over them.

41-42. At [the time of laying] the foundation ghee!
and Piyasa® should bs offered to Brahmins, Madhuparka® to
the king, and nce with molasses to masters {of dramaric art].

42-43. The foundation should be laid during the
auspicious pacc of 2 happy Tithi under the astensm Mali
{Lambda-Scorpionis).

Rassing prllars of the playbouse
43-45. After ithas been lad, walls should be buile
and this having been completed, pillars within the playhouse
should be rased 1a an {auspicious] Tithi and Karana® which
are under a good astenism.  This [rasing of pillars] ought to
be made under the asterism Rohuni (dldeberan) or Sravana
(Agmilac) [which are considered zuspicious for the purpose].

41-42  * ghee—clanfied butter,

% payara—nce cooked 1n sl wich sugar. e is a Lind of rice-porridge.

3 madbuparka—sa mixture of boney” ; 2 respectful offering prescribed o be
made in Vedic times, toan hooourable persons and this custom sull lingers in
ceremonics like marddage  lts ingredients are five:  cord (dedbe), ghee (sargss),
waret (jala), haney (ksandra) and white sugar (sirz),

43-45 * Earana—half of the lunar day (htbl). Thcy are ¢leven in nomber
vize—(3) vava, (2) vilava, (3) kaulava. (4) tasteda, (5) gara, (6) vamys, (7)
visti, (8) fakums, (9) cutuspade. {10) niga and (11) kintughna, and of these the
first seven and counted from the sccond half of the rst day of the fubls.prbse
(bright half of the moon) to the frst balf of the fourternth day of the
krsna-pakse {(dark half of the moon). They occur eight fimes in 2 month.
The remaining kerenss oocar in the remzining duradon of tithy and appear
only once in 2 month, See Sitrya-siddhinta—ll, 67-68-
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45-46. The master [of dramatic ast], after he has fasted
for three [days and] nighes, 15 to raise the pillars 1 an
auspicious moment at dawn.,

46-50. 'In the beginning, the ceremony in connexion
with the Brahmin pillar should be performed with completely
white,” articles purified with ghee and mustard seed ; and in
this ccremony  Payasa should be distributed [to Brahmins].
In case of the Ksatriya pillar, the ceremony should be per-
formed with cloth, garland and unguent which should ali be
of red” colour; during the ceremony rice mixed with molasses
should be given to the twice-born caste, The Vaidya pillac
should be raised in the north-western direction of the play-
house and [at che ceremony of its raising] completely yellow*
articles should be used, and Brahoins should be given rice
with ghee. And in case of the $udra pillar, which 15 to be
raised in the north-eastern direction, articles used oﬁermg
should all be of dark® colour, and the twice-born caste should
be fed with Krsara,

50-53. Firstof allin case of the Brahoun pillar, white
gatlands and unguene as well a5 gold from an ear-ornament
should be thrown at its foot, while coppet, silver, and ron
are respectively to be chrown at the feet of the Ksatriya,
Vaidya and $tdra pillats. Besides this, gold should be 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 and the utterance of

4653 ? Beforc 46, G.reads on the strength of a single ms  one couplet
which seems to tecord 2 tradition that the pillars should be wooden,

? white—symbol of purity and learning associated with the Brahmins

3 red—symbol of energy and smength, associated wich the Ksatriyas,

¢ yellow—symbol of wealth (gold), associated with the Vaidyas

* dark—symbol of non-Aryan origin associated, with the Sidras

4
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‘Let it be well' (swaste) and +Let this be an auspicious day’
(punyaba).

54-57. After pleasing the Brahmins with considerable
{analpa) gift of jewels, cows and cloths, pillars should be raised
[in such manner that] they do neither move nor shake nor
turn round.  Evil consequences thar may follow 1n connexion
with the raising of pillars, are as follows: when a pillar {alter
it has been fixed] moves droughe comes, when 1t turns round
fear of death occurs, and when 1t shakes fear from an enemy
state appears, Hence one should raise @ piilar free from
these eventualities.

58-60 In case of the holy Brahmin pullar, a cow’ should
be given as fee (daksini)and 1n case of therest fof the pillars]
builders should have a feast. And [in thus feast foodstuff]
purified with Mantra should be given by the wise master of
the dramatic art.  And the prest and the hing should be
fed with honey and Piyasa. Then the worhers should be
fed Krsara® and sal.,

60-63. Afeer all these rules have been put into practice
and all the musical snstruments have been sounded, one
should ratse the pillars with the muttering over them of 2
surtable Mantra Jwhich 15 as [ollows];, “Just as the mount of
Mer 15 immovable and the Himalaya 15 very strong, so be
thou unmovable and brning wvictory to the hing.” Thus the
experts should builld up pillars, doors, walls and the tiring
roon, according to rules.

58-60 ' This kind of payment is probably a relic of the time when bere
was no metallic currency,

* Ersari 1s made of milk sesamum (nels) and tice,  Compare this word with
NIA. Ebicads or kbsciids (rice and pulse boiled rogether with a few spices,
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The Matiavarani

63-65.  On {each] side of the stage should be built the
Martavaraot' and this should be furnished with four pillars
and should be equal in length to the stage, and 1ts plinth
should be a cubit and a half high.® And the plinth of the
auditotium (rafigam.andals) should be equal 1o height o that
of the two [Mattaviragis].

65-67. At the time of building them (the two Matta-
viranis) gaclands, incense, sweet scent, cloths of different
colour as well as offerings agreable to Bhiitas should be

offered [to them].

63.65 * mattasviram—The word does not scem to occur 1o any Skt
dictionary. Thereis b r a word mattavi g ‘a turret or small
room on the top of alarge building, a veranda, a pavilion®  In Ksirasvimin's
commentary to the Amarakofa, martudrana has been cxplained as follows:
mateilambopiraysh syit pragrivo matsaviranab (sce Oka’sed. p 50). Ths is
bowever not clear.  Matteviranayor viranbaka mentioned in Subandbu’s
Visavadatta (ed. Jivaoanda, p. 33) is probably connected with thyy word,
Sivarima  Tripichi’s commentery on this work does ot give any clear 1dea
about mastaidrana ot mitiaviranayor varandska But the word mattavirani
may be tentatively taken in the sense of ‘a side-toom’, Ag. seems to have no
clear idea about #t  See also Ag. (L. pp. 64-65) A Dictionary of Hindu
Archrrecrure, by P. K. Acharya (Allahabad. 1927) dose not give us any hght
on this tetm,

® According to a view expressed in the Ag. (1 p. 62} the phath of the
metiavdrant is a cubit and a half higher than that of the stage.  The plinth of
the anditorium it also to be af the same herght as that cf the matavirmi, Bux
rothing has been said abour the height of the plinth of the uring room.
From the use of terms Lhe rafigZvitorans (descending wmto the stage) it might
appear that the plinth of the titing room too, was higher than the stage.
Weber however considered thar the stage was higher. Indische Scudien, XIV,
ps 225 Keith, 'Skt Drama, p. 360 ; of, Lévt, Le Théirre indien, 1 374.
it 52,

6567 * According t0 One reading iron (yasam) should be placed below
them (pillars).  Burt this is nconsistent, see 50-53 above.
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And to ensure the good condition of the pillars, one
should give to the Brahmins Payasa® and other eatables such
as Kesara. The Mattaviranis should be built up after observ-
g all these rules.

The stage

68. Then onc should construct the stage after a due
petformance of all the acts preserbed by rules, and the stage
should nclude stx prece of wood.

6g 71. The unng room should be furnished with two
doors.' In Klling up [the ground marhed for the stage] the
black carth should be used with grear care  Thus carth 15 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
antmals  Those who will do [the ploughing] work should be
free from physical defects of all kunds  And the carth should
be carried 10 new bashets by persons free from defective
ltmbs.

72-74 Thus one should carefully construct the plinth
of the stage (rangafiss).’ Tt must not be {convex] like the
back of a tortoise or that of a fish. For a stage the ground

68 ' Some scholars following Ag  are m favour of taking rengepitba and
rengaiirss as two different parts of the playbouse (see D, R, Maokad, “Hindo
Theawe™ 1 IHQ, VIII 1932, pp 480 £ 2nd 1X, 1933 pp- 973 ., V. Ragha-
van, “Theatre Architecture 13 Anpcent [adw”, Toven IV-VL, {1931, 1933)
also “Hindu Theawre”, 1HQ IX. 1933 pp 991 . ] 2m unableco agree with
them  For my arguments on this point see *“The Hindu Theatre™ 1a JHQ
™ 1933 pp. pp 291 B and #The NS and the Abbinavabbaraty” 1 ITHQ. X.
1934 pp. 3161 & see also note 3 on 86-9z belew,

69 71 * O this pomnt the Hindu Theaure bas a similanty with the Chunese
thearre, A, K Coomaraswamy, *Hindu Theatre 1o IHQ IX. 1933 p 564

72 74 * Secnote 1 on 68,  If rangasirsa and rangapiths are taken to mrean
two different parts of the playhouse, the wterpretation of the passage will lead
s to unneeessary diffonley,
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which is as level as the surface of a2 murror, s commendable.
Jewels and precious stones should be laid underneath chs
by expert builders.  Diamond 15 to be pur in the east, lapss
laznli in the south, quartz in the west and coral inthe north,
in the centre gold,
Decorative work 1n the stage

75-80.  The plinth of the stage having been constructed
thus, one should start the wood-work which is based on a
carefully though out (#ha-pratyiiba-samyukta)' [plan], wih
many artistic 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,® varously placed mechanized larticed windows,
rows (dharani) 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 fimsh
the walls. No pillar, bracket," window, corner or door should
face a door.?

80-82. The playhouse should be made like 2 mountarn
cavern' and it should have two foots® [on two different

75-80 @ba and pratyibs may also be taken as two architectural terms
(see Ag. 1, p. 63).

2 miry#iba is evideotly an architectural term, butit does not secm to have
been explained cleatly in any extant work. Ag’s explanation does not grve
us much Light

* Ia the absence of a more detmled description of the different parts of the
wood-wotk, it is oot possible to have a clear 1dea of them. Hence our know-
ledg of the pastaze remaips i plete till such a description is available in
somze authentic work.

L nigedanta means ‘a bracker’. The word occcurs in Viesydyara's Kima-
siitra, I 5.4).

? On this passage sce Ag,

fo-82 * The pillars of the plaghousc being of wood, the roof was in all
probability tharched, and in the forms of a pyramd with four sides, Probably
that was to give it the scrablance of 3 mountain cavera,

3 The two Hoers mentioned here seem to refer o Boors of dificrent heghes
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levels] and small windows, And it should be frec from wind
and should have good acoustic qualicy  For [ such a play-
house] made free from the intetference of wind, yoice of
actors and singetsas well as the sound of musical instruments®
will acqurre volume.

82-85. The construction of walls being fintshed, they
should be plastered and carcfully white-washed.  Alter they
have been smeared [with plaseer and limef, made pcrfectly
clean and beaunfully plan, patnting should be executed on
them, In this painting should be depicted creepers, men,
women, and their amorous explois.!  Thus che architecr
should construct a playhouse of the oblong type.

Descniption of a square playhonse

86 gz. Now [ shall speak of the charactenistics of that
of the square' type. A plot of land, thittytwo cubits in
length and breadth, 1s to be measured our 10 an auspicious
moment, and on 1cthe playhouse should be erected by experts
in dramatic arc Rules, definitions and propiuatory cere-
montes mentioned before [in case of a playhouse of the oblong
type] will also apply i case of thar of the square type. It
should be made perfectly square and divided into requisite

which the auditorium, mattaviram 2nd the stage hae, See 63-65 above and
note 2 on it According to some old commentators dvibbiny indicated a
two storted playhouse wlule others were against such a suggesuon, See Ag
{L p. 65)

% kutaps—This word has been explained twicc by Ag. as musical instrus
ments. See (1 pp 73 and 186) But n two other places (I, p. 65) and
(P p. 214} he explams it differently,

82-85 * dtmabbogaiam Interally means *due to self-mdulgence or enjoyment
of the sel, Compare with this descrsption the decorative paintings in the
Ajanta caves

86-92  Caturasra gives nise to NIA, cauras or coras,
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patis® by holding the string [of measutement], and its outer
walls should be made with strong bricks very chickly sec
ogether.  And inside the the stage and 1n proper directtons
[che architect] should raisc ten pillars® capable of supporting
the roof. Outside the pillars, seats should be constructed 1n
the form of a staircase by means of bricks and wood, for the
accommodation of the spectators, Successive rows of seats
should be made one cubit higher than those preceding them,
and the lowest row of seats betng one cubie higher than the
floor.  And all these seats should overlook the stage.

92-95. In the interior of the playhouse six more serong
pillats capable of supporting the roof should be raised in
suitable positions and with [proper] ceremonies (1. €. with
those mentioned before). And in addition to these, eight
mote pillacs should be raised by thewr side. Then afeer rasing
[for the stage or rangapiths] a plinth erght cubit [square,
more] pillats should be raised to support the roof of the
playhouse.  These [pillars] should be fixed to the roof by
proper fasteners, and be decorated with HRgurines of ‘woman-
with-a-tree’ (salastri—silabbafijika)

95-100. After all these have been made, one should
cacefully construct the tiring room. It should have one door
leading to the stage through which persons should enter with
their face mwar_ds [the spectators].  There should also bea

2 The cxact matute of this divisian s not clear from the passage. The
vicw expressed by Ag (L p 66) on this peint does oot scem to be convincing

* The positicn of these ten pillars and others mentioned afterwards 15 noc
clear from the texe. Whatever 15 written oa this point in Ap.s commenta
1s equally diffcult to understand. Those who are wterested in the alleged
view of Ag, may be rcferred to articles of D. R, Manked and V. Raghavan
{loc ) See also D. Subba Rao’ asticlc in the Jovenal of the Ogiental Inst,
Baroda, vol II. pp. 150 £,

92-95 ! filastri=idla-bbaiipkd (sec A K, Coomaraswamy, ‘The Women
and tree or §3labhafiyka in Indian literature’, tn Acta Onentalia, vol Vi1, also
cf this author”s Yakaas, Pare 1I p 1t.).
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second door facing the auditorium. The stage [of the square
playhouse] should be eighe cubits in length and in breadh.
It should be Furnished with an elevared photh  with plain
surface, and 1ts Martavirani should be made according to the
measurement prescbed before (r.e. 1n case of the oblong type
of playhouse). The Mattavirani should be made with four
pillars by the side’ of the plinth [mentioned above]. The
stage should be either more clevated than this plinth or equal
to 1t in hesghe. In case of a playhouse of the oblong (vikrsta)
type, it should be higher than the stage, wheteas in a play-
house of the square type 1t should have a height equal o
thar of the stage. These are the rules according to whach 2
square type playhouse 1s to be bule.
Description of a trungular playbouse

1o1-104. Now [ shall speak about the characteristics of
the tnangular (tryasra} type of playhouse. By the builders,
a playhouse with three corners should be built, and the stage
m 1t also should be made trtangular.  In one corner of the
playhouse there should be a door, and a second door should
be made ac the back of the stage. Rules regarding walls
and pillars' which hold good in case of a playhouse of the
square type, will be applicable in casc of the triangulac type.”
These are the rules according to which different  types of
playhouse are to be constructed by the learned. Next 1 shail
describe to you the [propiatory] Piya in this connexion.

Here ends Chapter 11 of Bharata’s Narya$istra,
which treats of the Characteristics of a Playhouse.

95100 ! Both the sides are meant, There should be two  prattavZranis as
tn the case of an cblong medium {vikrsta-medbya) playhouse deseribed before
(17, 32,-33)

101 104 ? Iz 15 not clear how the triangular playbouse will have pallars hike
those of other types,

* No matravdrani has been pescribed in case of the Triangular playhouse.



CuarTER THREE
PUJA TO THE GODS OF THE STAGE

Consecration of the playhouse

1-8  In the auspicious playhouse constructed with all
the charactersuies [mentioned obove] cows, and Brahmins
muttering [proper Mantras] should be made to dwell for 2
week. Then the master of the dramatic art who has been
ntiated [for the purpose] and has put on new cloths, fasted
for three days, hved away from his bed-room (lit. the dwell-
ng house), has kept his senses under control and has [thus]
become purified, will besprinhle his ftmbs with water over
which purificatory Manteas have been muttered, and con-
secrate the playhouse  This [consecration] should take place
aleer he has made obetsance to the great god Stva, the lord of
all the regions, Brahma who sprung from the lotus, Brhaspat,
the preceptor of gods, Visnu, Guha (Kdrtiheya), Sarasvari,
Laksmi, Siddhi, Medh3, Smrts, Mati, Candra (Moon), Siirya
(Sun), Winds, Guacdians of all directions, Afvins, Mitra,
Agni, and other gods, such as Rudra, Varpas', Kila®, Kals®,
Yama, Niyau, the Sceptee of Yama', Weapons of Visnu®,
the Lord of the Nagas (Serpents), the Lord or the bieds
(Garuda), Thunderbolt, Lightning, Seas, Gandharvas, Apsac-

1-8 L uurnas—No gods called wvirass are to be met with 1 any other worh,
They may be tihen as deines ruling spectally over the four varmas of people,

T Kila—Theee are several legendary heroes (gods, sazes and Asuas) of tlus
manae , see Vidyalankae, JK, sub voce.

3 Kali ~There are many legendary heroes of this name, see JK, subr voce

* See note 5 below,

5 Weapons of Visnu appear as deittes i the Act, I of Bhisa’s Bils

5
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asas, Sages, Natya-mads*, Mahagrimani (the great leader of
Ganas)', Yahsss, Guhyakas® and the hosts of Bhitas.

9-10. Having made obeisance to these, and other divine
sages (devarss), he should with folded palms invoke all the
gods to cherr respective posteions, and say, **Ye, holy ones,
should take us under your protection during the nighe, and
ye with your followers should offer us assistance m this
dramauc performance,”

Offering Piz to the larjara
11-13.  Havung worshipped f{thus} all the gods as well
as all the musical instruments (kuzapa)* he should offer Pija
to the Jajara® for attaimng good success ac the performance

* nityskwmiri—Such goddesses are possibly raentioned nowhere else,

* mabigrimini—~The great leader of Ganas. ltussery dificulr o accept
Ag's Wdentification of mabagrimans with Ganapaty (mabigramanir ganepatib)
For i 58 below occurs the term mabiganésvsre (10 the plural numbsr) indicat-
1ng the different Icaders of Ganas who folloned Siva  Onc of such leaders has
been mentioned there as NandiSvara (Nandin), Besides tins the term Gancda
(the leader of Ganas) has also been applied to S1va 10 47 below, In describing
pindibandbas the pmdiof Ganefvara has beent hamed as da:hayaﬁ: vimardmi
(1V. 260)., This too shows that the words gan?n.am, gramans or mabigramani
meant simply the leader, one of the leaders o the great leader of Ganas, The
fully developed Ganapat seems o be non-exustent at the ume when the NS.
was composed,  Our suspicion sn the matter seems 2o be corroborated by the
variant 2athd gram3dbiedevatd recorded in the ms gha of B for mabigraman-
yamm. Ganapati scems to be a late entrant nto the Hindu pantheon, He 1s
not mentioned i1n any one of the old Puranas, Ogly the Vasiha, Vamana,
Garuda and Bubmaevaivacta P. which are late, hnow the deiry (Winternjtz,
Vol L pp. 566+568, 573. Vidyalankar, JK, sb voce). Yi3jiias alkya mentions
Ganesa (Hindu Law and Custom. pp 42-44)

®Kildisa males npo dustinetion berween Yaksa and Guhyaha, See
Meghadita, 1 and 5.

1113 1 Seebelow 32-73 pote 3 The reading samprayujya 1 all edstions
and mss scems to be wrong It should be emended as samprapipya.

£ Sec 73481 below,
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[atd pray to ic as follows]. *Thou art Indra’s weapon hilling
all the demons ; thou hast been Fashioned by all the gods,

and thou art capable of destroying all the obstacles ; brng

victory to the king and dr:fcatbto his enermues, welfare to
cows and Brahmins, and progress to dramatic undertakings”

14-15. After proceeding thus according to rules and
staying in ther phayhouse for the mght, he {the master of the
dramatic art) should begin Piija as soon as 1t 1s morning
This P&y3 counected with the stage should rake place under
the asterism Aedd  (Alpha-Oriomis) or Magha (Regulus) or
Yamyi (Masca) o Pﬁrvaphalguni (Delta-Leonss) or Pirvasi-
dha (Delu-Sagit:am) or Piicvabhadrapada (Alpba Pegass) ot
Aslesi (Hydrae) or Mila (Lambda-Scorpronss)

16. The stage should be illuminated and the Piyz of
the gads 1n its connexion should be performed by the master
of the dramatic art (3carya) after he has punfied his bedy,
concentrated his mmd [ro these acts] and initiated himself

[to the Paja].

Instsllsison of the gods

17.  During the concluding moments of the day, which
are constdered to be hard and full of evils, and are presided
over by Bhiitas, one should perform Acamana' and cause the
gods to be iasealled.

18-20.  [Along with these gods} should be [tahen] red
thread-bangle (pratisard)’, the best kind of red sandal, red
flowers and red fruits. [Wuh these and] arucles such as

17 dcamang—ceremonial wnsing of the mouth by sipping water from
the palm of the hand.
1820 ¥ pratuspri—satra-cimrmsta-grantbiemantah  kaikanaviicsab,  Ap

Ly 74k
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batley, white mustard, sunned rice, Nigapuspa® powder and

hushed saffron (preyangn)’, the gods should be installed.

The Mandala for snstalling the gods

zo. In this ceremony one should draw in proper place a
Mandala according to the manner prescribed.

21 This mandala should be sixteen Talas (basts)' square
and 1t should have doors on all its four sides.

22, In s muddle should be drawn two lines vertically
and honizentally (1.c parallel to the sides), and m the apare-
ments made by these lines, should be mstalled the different
gods.

23-30  In the middle of thus (mandals), should be put
Drabima who has lotus as lus scat'  Then one should first
of all put m the east $nva with lus bost of Bhintas, Narayana
(Visnu), Indra, Shanda (Karukeya), Stirya, Advins, Candra,
Sarasvatz, Laksmi, Sraddhi and Medha, wn the south-cast
Agnt, Sviha, Vidvedevas, Gandharvas, Rudras and Rsis, m
the south Yama, Mitra wich lus followers, Piers, Pisacas,
Uragas and Guhyahas, m the south-wese the Raksasas and
all the Bhiitas, 1n the west the Seas and Varupa, mn the
north-west the Seven Winds® and Garuda with other birds,

* nigepuspr=the compaks uee (Apec), but Ag. sas nigapuspam nigs
dantsh,

* prayangu=safiren, and not the fruit of tie sy shgu creeper,

21 ' bastsin this passage is to be interpreted as basta-tals or 132 s e the
mrerval between the tips of the thumb and the middle-finger stretched in
opposite directions SR VIL 1046, Othernise it will be imjosable to
accomodate the mandals on the stage which is eight cubits wide (Sec IL. 33-35).
The ancient commentators hke $anluka and ethers pointed out how zbsund it
would be to tahe basrs in the passage in the setisc of cubit, (sce Ag L.p. 75

23-30 ' According to Ag. a3 lotus is to be desaribed in the eentrs of
mandsls, *Forthe seven winds sece the Vimana P, («ee Vidyalankar, JK.
sub voce),
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n the north  Kuvera, Mothers of the Natya, Yaksas with
their followers, 1n the north-east leaders of Ganas such as
Nandi, Brabmarsis and the host of Bhiitas 1n therr proper
places.

31.  And [in the castern] pillar should be placed Sapat-
Lumira’, in the southern one Dakg’®, 1n the northern cne
Gramani (lit. leader of Ganas)’ and m the western one Shanda
{Kactikeya),

32. According to this rule all the gods tn thetr [proper]
form and colour should be placed i their respective posttions

Offering Piijd to the gods

33- Alter they have been installed with regular cere-
mony m suitable places they should be worshipped mn a fice-
lng manoer.,

34. Gods [in gencral] should be given whrte' garlands
and unguents, while Gandharvas, Agni and Sirya should be
given garlands and unguents of red® colour,

35- After being treated [thus] 1n due order and man-
ner, they should be worshipped accerding to tules with
suitable offerings.

36-39. [Offerings suitable to different gods and god-
desses are as follows]: Brabmi Madhuparka,' Sarasvad
Piyasa,® gods like Stva, Visnu, and Indra swestmeats, Agnt
rice cooked with ghee, Candra and  Sitya rice coohed with

31. ¥ Sapatkamira—ane of the great rus, and a son of Brahmi.

2 Dakss—one of the loeds of the crearion (pragipan). son of Pracetas,
There were other Daksas besides.  See Vidyalankar, JK, ssb voce

3 See above 1-8 ot 7,

34 ¥ 'WFite" here scems to be the symbol of purity and goed grace.

2 'Red” here scems to be the symbol of cnerpy.

36-39 1 madbaparka—ice above 11, f1-42. nete 3

* piyasr—see above I1. g1e4= nore.
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molasses, Visvedevas, Gandharvas and sages honey and
Payasa, Yama and Mitra cahes and sweetmeats, Pits,
Prfacas and Uragas ghee and mulk, host of Bhfiras raw
and cooked meat, wines of different kinds and grams
covered with thick oulk,

Consecratton of the Mattavirani

40-44 Sumlar shall be the rules regarding the Poja in
conneyton with the Marravaram.  [Offerings to be made to
gods and demigods are as follows] Riksasas raw and
cooked meat, Dinavas wine and mear, the 1emammg gods
cabe and Uthanhi® and boiled fice, gods of seas and mers
fish and cahes, Varuna ghee and Payasa, Sages vanous roots
and fruies, the wind god and birds different edible stuft (lie,
bbaksya and bhopyz), Mothers® of the Nitya, and Dbanada
(Kuvera) with his followers eatables including cakes, and
Locias.

45  These different hinds of foodstuff should be offered
to them and the Mantras to be uvttered at the time of making
oﬂenng to different gods will be as follows ;—

46.  (The Mantra for Brahin3), O the god of gods, the
most lordly one, the lotus-born one, the grand-father [of the
worlds] accept this my offerng consecrated by the Mantra.

47. (For Stva) O the god ot gods, the great god, the
lord of Ganas' and the killer of Tripura, accept this my etc.

48,  (For Vispu), O Nardyana, Padmanabha, the best
of the gods, with unrestrained movement, accept this my etc.

40-34 *Sce above,

* wekarrk3=2a Lind of sweetment.

3 These goddesses (m3tyamatrkis) seem to have been ingered by the Purinas

1 {ocss2—This word seems to be connecred with the NIA loci, Iner,

47. * It should be marked here that Siva has been called  Ganefaara, 2 term
applied in later times to Ganapati only,
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49. (For Indra}, O Purandara, the lord of gods, the
thunder-bearer, the maker of the hundred explons, accept
this my ete.

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

51.  (For Sarasvati) O the goddess of the gods, the very
blessed one, the dear wife of Han, accept this my erc.

52. (For goddesses Laksmi, Siddli, Man, Medha) O
Laksmi, Siddhs, Mati and Medha, ye who are honoured by
all the worlds, accept this my etc.

53. (For Marura) O Maruta, you who know the might
of all the creatures and are rhe hfe of all the world, accepe
this my etc.

54- (For Raksasas) O the gteat Riksasas, the greacsouled
ones, the sons of Pulastya, born of different causes, aceept
this my etc.

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 sacrifice, accept this my offering given with
love.

56. (For Candra) O Soma, the lord of all the planets,
the king of the twice-born ones, the favourite of the world,
accepr this my erc,

57. {For Siirya) O the maker of day, the mass of heat,
the best among the planets, accept this my etc.

58. (For lords of Ganas such as, Nandifvara) O the
great lord of Ganas, among whom Nandi$vara is the fore-
most, zccept this my etc,

59. (Fer Pitrs) T bow to all the Piurs, do ye accepe my
offering.  (For Bhiitas) I always bow to all the Bhiitas who
may have a hling for offerings.



1 64 THE NATYASASTRA 40

6oa. (For Kimapila) O Kamapila, I always bow to thee
to whom this offering 15 made.

6o 61 {For Gandharvas) O Gandharvas, amongst whom
Narada, Tumburu and Vidvivasu® are the foremost, accept
this my best offering.

61-62. (For Yoma and Mitra) O Yama and Mutra, the
gods who are adored by all the worlds, accept this my exc.

62 63. (For Nagas) I bow to all the Pannagas 1n the
nether 1egron, who are devouters of wind, gtve me success
dramanc production after [ have worshipped you.

63-64  (For Varuna) O Varuna, you who 1s the lord of
all waters and has the swan as your mount, be pleased along
with the seas and nivers, alzer [ have worshipped you all.

64-b5  (For Garuda) O the son of Vinacd, the high-
souled one, che lord, the hing of all the birds, accept this my
ete.

64-66  (For Kuvera) O the superintendent of [all]
wealth, the king of Yahsas, the guardian of the world, the
lord of riches, yealong with Guhyahas and Yaksas accepr this
lny ctc.

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 othersy O weapons of Rudra, ye accept my
offerings. O weapons of Visnu, ye roo 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

6g-70. Ye other gods who are occupying the Matwa-
varani, accept this my etc.

60-61, ! Three ancient masters of music,
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70-75. Toall other gods and Gandhanas too, who
occupy the heavens, the carth, the middle region and the ten
directions, these offerings are made (lie. let thesc be accepted
by them).

71-72.  Then an [earthen] jar* full of water with a
gatland of leaves in sts front, should be placed 1n the middle
of the stage, and a prece of gold should be putinto it

72-73-  All the musical 1nstruments covered with cloth
should be worshipped with [sweet] scent, fowers, garlands,
1ncense and varous eatables hard and sofc.?

Consecration of the [arjara

73-74. Having worshipped all the gods in due order,
and offering Piif3 to the Jarjara [in the following mannet] one
should have the obstacles removed.

74-76. [One should fasten a prece of] white cloth at
the top [of the Jatjara], blue cloth at the Rudra jotnt, yellow
clath at the Visnu jotnt, red cloth at the Shanda joint, and
varegated cloth ac the Jowest joint'  And gatlands, incense
and unguents are to be offered to 1t (the Jarjara) in a2 firing
manner,

76-77. Having observed all these rites with incense,
gaclands and unguents one should consecrate® the Jarjara with
the following Mantras

77-78.  “For putting off obstacles thou hast been made
very strong, and as hard as adament, by gods such as
Brahma.

78-79. Let Brahm3 wuth all other gods protect thy top-

7172, ? For the significance of this pir see below 87-89.

72-73 *This passage with some mizor vananon bas been repeated 1a B.
ad G Bor this 15 our of place there  For the order 1n which musical
Insrements (Ewraps) aod the Jarpara should be worshipped sce 11~13 above

7476 For idenntying the joints see 78-79 below,

6
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most part, Hara ($iva) the second part, Janirdana (Visnu) the
thitd part, Kumira (Karukeya) the fourzh part, and the
great Pannagas the fifth pare.

80-81. Letall the gods protect thee, and be thou
blessed.  Thouw, the killer of foes, bast been born under
Abhijit {(Vega), the best of the astersms.  Bring victory and
prospericy to the king!™

Homa or posning ghee 1nto sacrsfrcsal fire

81-82. After the Jarjara has thus been worshipped and
all offerings have been made to 1t, one should with appro-
prate Mantras petform Homa and pour (ghee) into the
sacrificial fire,

82-83. After finshing the Homa he should with
torches highted [in the place of sacrifice] do the cleaning wotk
which s to enhance the brilliance of the king as well as of
the female dancers.

83-84. Aftct having illumined the king and the dancers
together with the musical instruments one should sprinkle
them agan with water sancufied by the Mantra, and say 10
them:

84-85. “You are born in noble families and adorned
with multitudes of qualitees, ler whatever you have acquircd
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 Saras-
vat, Dhrii, Medhi, Hs, $ri, Laksmi, and Smni protect
you and give you success,

Breaking the Jar
87-88. Then after petforming Homa according to rules
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with ghee and the proper Mantea, the master of dramatic are
should carefully break the jar.

88-89. In case the jar remains unbrohen the king (hr.
the master) will have a cause of frar from enemies, but when
1t is brohen his enemies will meet with their destruction.

Hlumination of the stage

8g-9o.  After the breaking of the jar, the master of the
dramatic art should illemtnate the auditorium with 2 ligheed
lamp,

go-gr  Noisly, that 15, with roaring, snapping of
fingers, jumping and running about, he should cover the
auditorium with chat bghted lamp [in his hand].

91-g2. Then a fight' should be caused to be made [on
the stage] 1n accompaniment with the sound of all the
musical nstruments  such  as  conch-shell, Dundubhy,
Mrdanga and Panava,

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

indicating success.

Good results of consecrating the stage

93-94. If the stage is properly consecrated w will bring
good luck to the hing (lic the master) and o people, young
and old, of the city as well as of the country.

94-95. But when the auditorium s not  consecrated in
proper manner 1t will be indifferently held by gods, and
there will be an end of the dramatic  spectacle, and ic will
likewise bring evil to the Ling.

95-96. He who willtully transgresses these rules [of

8687 These are the seven Natya-mitrkas, Scs,z3-3o‘above.
9192 *The sigmficance of this fight 11 not clear. </~
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consecration of the srage] and practises [the dramatic ar],
will soon sustain loss and will be reborn as 2n animal of lower
order.

96-g7. Offering worship o the gods of the stage is
as meritorious as ¢ [Vedic] sacrifice. No dramatic perfor-
mance should be made without first worshipping the deities
presiding over the stage. When worshipped, they (these
gods) will bring you worship, and honoured they will bring
you honour. Hence one should by all efforts offer Pija tw
the gods of the stage.

Euils following non-consecration of the stage

98-99. Never will fire fanned by violent wind burn
things so quickly, as defective rizes wall burn quichly [the
master of the dramacc art].

99-100. So the stage should be waorshipped by the
master of the dramatc art who 1s punfied, disciplined and
proficient tn the rules of the arr and anitiated 1nto the practice
of 1t and has quiet of mind.

100-r01. He who with an agitated mind places his
offering in 2 wrong place, 1s hable to expiation hike one who
pours ghee mto the sacrtficial fire without proper Maneras.
This is the procedure prescribed for worshipping the gods of
the stage. It should be followed by producers {of plays] in
holding a theatrical show in a newly buile playhouse.

Here ends Chapter III of Bharata’s Naryadastra,
which treats of Pija to the gods of the smge.



Cuaerer Four
DESCRIPTION OF THE CLASS DANCE

Brabmz writes ihe first play and gets this performed

1. After having worshipped [the gods presiding over
the stage] | satd to Brahma, *Tell me quickly, O the
mighty one, which play should be performed?”

2. [Inreply] I was told by the Lord, «Perform the
Amrta-manthana (the Churning of the Ocean)' which s
capable of sumulating efforts and of giving pleasure to gods.

3. [ have composed this Samavakara' which 15 conducive
to [the performance of] duties (dbarma), to [the fulfillment
of] desice (kama) as well as [1o the carning] wealth (artha).”

4 When this Samavakara was pertormed, gods and
demons were delighted to witness actions and rdeas [famthar
to them.]

5. Now, in course ot time Brahma (he. the lotus-born
one) szid to me, “We shall present today the play before the
great-souled $iva (Lit. the three-cyed onc).”

6-7. Then on reaching along with other gods the abode
of Siva (Lic. the bull-bannered one) Brahma paid him respects
and said, *O the best of the gods, please do me the favour
of hearing and seeing the Samavakica which has been com-
posed by me.”

8. vl shall enjoy it,” said the lord of gods in reply.
Then Brahmi asked me to get ready [for the performance].

9-10. O the best of the Brahmins, after the Prelimm-
aries connected with the performance had been completed this

2 1The legend about the churning of the ocean  occurs 1n the Mbh (I 17+
19 ) and the Visnu P. (1) See Winternitz, Vol I pp 389, 546
3 See XX, 69 €,
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(Samavakira named the Amsta-manthana) as well as 2 Dima’
named the Tripuradiha (the Burning of Tripura)® was per-
formed 1 the Himalayan region which  consisted of many
hulls and 1n which there were many Bhieas, Ganas® and
beauttful caves and waterfalls.”

11. Then all the [Bhiitas] and Ganas were pleased o
see actions and ideas fapubiar to them, and Siva too was
pleased and said to Brahmaz

12.  “O the high-souled one, this drama (natys) which
1s conductve to fame, welfare, merit and intellect, has been
well-concewved by you.

13-14. Now i the evening, while performing 1, 1
remembered that dance made beautitul by Angabiras' con-
sisung  of different Karanas.®  You may utihze these in the

Prelinninaries (piirvaranga) of a play.

Two kinds of Preliminaries

14-16.  In the application of the Vardhamdnaka,' the
Asinta,” the Gita’ and the Mahagita you will depict properly
the 1deas [by means of dance movements], and the Prelimm-
aries which you have [just] performed are called «pure”.
[But] when these dances will be added to them (pure Pre-
liminanies) they will be called <mixed”,

g-10 1 dima-—one of the plays of the major type, for s characrenstics sce
XX. 83

? Trpuradiba—As Swva hilled an Asura (demon) namsd Tnpura, by buming
him by one of ks fiery arrows he as called Tripurantala, Sec JK sub voce.

13-14 ‘larigabira—mojor dance figares which depend on minor dance
figurcs (karanas) The word means ‘movement of hmbs’, See Ag, (I p.g1)

* Ste below 29-30 note 1. For details about the Angshiras see below 16

ff, 52 f£
1416 ee V xz&

il\ﬂt: 3
8See V. 21 note 1, 3 See V, 60-63 note 3
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Angabiras

16-17. To these words of Siva, Brahmd said 10 reply,
O the best of the gods, tell us about the use of the
Angaharas.”

17-18.  Then Siva (hi. lotd of the world) called Tandu
and said, "Spcak to Bharata about the use of the Adgaharas.”

18-19. And by Tagdu I was told the use of the Anga-
hiras. I shall now speal. of them as well 25 of the vartous
Karanas and Recahas.?

19 27. The thirtytwo Angahitas are as follows:—
Sthirahasta, Paryastaka, Stcividdha, Apaviddha, Aksiptaka,
Udghattita, Viskambha, Apatapta, Vishambhapasrta, Marea.
krida, Svastiharecita Parfvasvastiha, ViSaha, (VrScihapasrea)
Bhtamara, Matwashhalitaka, Madavilasita, Gatimandala,
Paricchinna, Parivettareata, Va$ikhareciea, Paravetta, Alitaka,
Pirsvaccheda, Vidyudbhrinta, Uddhreaka, (Udvrttalha) Aldha,

Reaita, Acchumta, Aksiptarcata, Sambheanta, Apasarpua,
Ardhantkugtaka,

Uses of Angabiras
28-29. I shall now speak abour therr performance depen-
dent on the Karanas. [And besides this] <O the best of

the Brahmins, I shall tell you about the movements of hands
and fect that are proper to the Angaharas.

Karanas

29-30.  All the Angahiras consist of Karanas, hence 1

shall mention the names of the latter as well as thesr descrip-
tions.

1819 1 See below 247 .
28-29 1 For derails about karana sce 30 i below
29-30  } karame—minor dance figure, Sec Ag. (1 930
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30-34. The combined [movement of] hands and feer
1n dance 15 called the Karanazy Two Karanas will make one
Maurka, and two, three, or four Matrlds will make up one
Angahita, Thtee Katanas wall make 2 Kalipaka, four a
Sandaka, and five 2 Samghitaka, Thus the Angahitas
consist of six, seven, eight or nine Karanas. I shall now
speak of the hand and fect movements making up these
(Karanas).

31-55. The Karanas are one hundred and eightin
number and they ace as follows Talapuspaputa Vartita,
Valitoru, Apawviddha, Samanalha, Lina, Svasukarecita,
Mandalasvastika, Nikuteaha, Ardhanihuttaka, Kawcchinna,
Ardhareciea, Vakhsahsvastika, Unmatta, Svastika, Prsthasvas-
tika, Diksvasuka, Alata, Katisama, Bksiprarecita, Viksipia-
kapra, Ardhasvasuha, Aficin, Bhujangatrasita, Urdhvajany,
Nikuficita, Matalll, Ardhamatall, Recakanihyttita (Recitas),
Padapaviddhaka, Valua, Ghiitres, Lalita, Dandapaksa, Bhuy-
angatrastarecita, Nupura, Vaisikhareeita, Bhramaraka, Catura,
Bhujangaacitaka, Dandakatectta, Vedaikakuttita, Kagbhtiota,
Lativticaika, Chinna, Vrderkareeita, Vrdcika, Vyamsita, Pars-
vanihuttana(-kuttaka), Larataclaka, Kraneaka,  Kuiicite,
Cakramandala, Uromandala, Aksipta, Talavilasita, Argaha,
Viksipta, Avrtta (Avarra), Dolapada, Nivrrea, Vipivrita,
Parfvakrinea, NiSumbhuta, Vidyudblbranca, Aukrinta,
Vivartitaha, Gajakridita, Talasamsphorita, Garudaplutaka,
Gandastici, Pariviita, 1aSvajany, Grdbravalinsha, Samnara
(Sannata) Siici, Ardhasici, Sticividdha, Apakranta, Mayiala-
lta, Sarpita, Dandapada, Harinaplura, Predkholita, Nitamba,
Skhalira,  Karihasta, Ptasarpim-p:taka, Stmbavikridita,
Sunhzkarsia, Udvreta, Upastia, Talasmghattita, Janita,
Avahitthaks, Nivesa, Elakihridiea, Uriidvrita, Madashhalica,
Vignukeanes, Sambhrinta, Vigkambha, Udghattira (Udghara),
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Vrsabhahridita, Lolitaka(Lolita), Nigapasarpira, Sahatasya,
Garfigivararana.

56. [These Karanas will be used] 10 dance, fight, per-
sonal combar, walking as well as movements 1n general. Foot
movements which have been prescribed for the exercise of
Sthanas' and Caris,® will apply also to these Karanas.”

57. And applicatton of the Nrtta-hastas® which have
been prescribed for dance, is genctally 1mplied m the Karanas.

58. 1 shall treat the Catls suitable for [represenung]
fighe at the ume of discussing the foot movements, The
master {of dramatic act] shauld apply them on any occasion
according to his histrionic talents,

59. In the Karana the fefe hand should generally be
held on the chest, and the right hand 15 w fellow the [nght]
foot.

Go. Listen [now] about the movement of hands and
feer in dance in relation to that of hup, sides, thigh as well
as to chest, back and belly.

61. The Sthanas, the Catis and the Nrita-hastas men-
tioned {before] are known as the Mauhas, the vanations of
which are called the Karanas.

Definition of Karanas

62. Talapuspaputa—Puspaputa hand held on the lefe
sude, the foot is Agratalasaiicara, the side is Sannata (Nata) *

56, 1Scc XI. 49 I8ce XI z .

3 B, G. read one hemustich mare before 562 It does not occur 1 some
mss. Ag tecords this fact. Though these 108 Earanas copsnturc general
dance, which is sometimes tnterpolated 1n the actiag to fil up s gaps, they
{karanas) may be also tsed to cmbelish the movement of himbs i fights of
any kind. See Ag. (1. pp 6)

57 * For nrttshastas sec IX. 177 .

62 ! For the sahe of convenience, constituent: parts of the Barsnas have

7
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63. Vartita—Vyavrtea( = Vyavartita) and Parivartita
hands bent at the wrsst, then these hands placed on thighs.

64. Valiroru—Sularunda hands to make Vyavartica and
Parvaruta K., and thighs as Valita.

65. Apaviddha—the [night] hand with $Suvkatunda
gesture co fall on cthe [rghe] chigh, the lefe hand held on che
chest.

66. Samanakha—the two Samanhha' feet touching cach
other, two hands hanging down, and the body n a natural
pOSE

67. Lina—the two Pataka hands held together n Afijah
pose on the chest, the neck held high, and the shoulder
bent.

68. Svastihatecita—two hands with Recita and Aviddha
gesture held together in the form of a Svastika, then separated
and held on the hip.

6g. Mandalasvasttha—two hands moved to umite in the
Svasttha gesture with their palms turned upwards n a sinular
manner, and the body 1n the Mandala Sthina (posture).

70. Nikuttaha-—each of the hands to be moved up and
down' alternately between the head and another arm, and
the legs also moved 1n a stmilar manper.

71.  Ardhanthuteaka—hands with Alapallava®  gesture
bent towards shoulders, and legs moved up and down.

been sepacately mentioned. This method has been followed by A. K. Coomara-
swamy in MG,

66 ! samanakha fect has nowhere else been menuoned in the NS,

70 Y mbkmtita=nknygans, Ag. (1 p, 103) quoted the Jefimnon of
mkutiana from Kohala as follows:  munzmanam tinamanam syad  engasys
nikuttanam

71 * For kuficita BG. read aficta But Ag (1 p 204) read kaficita and
means by this word the alapallava gesture
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2. Kawiechtnna—the hip serally in the Chinna pese,
two Pallava hands held alternately and repeatedly on the
head.

73- Ardharecita—hand with  Sticimukha' gesture to
move freely, feet to move alternately up and down, side
Sannata (. e. Nata) pose.

74- Vaksahsvastiki—two legs on each other in the form
of a Svastha, the two Recita hands brought together 1n a
simlar manner on the chest which 1s bent (nikuiicita)

75- Unmatta—feet to be Afcita and hands to be Recia

76.  Svasttha—hands and fect respectively held together
n the Svastiha form.

77- Prsthasvastiba—two arms after bemg thrown up
and down coming together as a Svasuba, two feet also to
tome together as a Svasttha with  Apahrinta and  Acdhasici
Caris.

78. Diksvastika—turning sideways and towards the
front 10 course of 2 single (lit. connected) movement, and
forming Svastika with hands and feer,

79. Alita—after mahing Alita Cari' wking down hand
from [che level ot] the shoulder,’ then making Urdhvajinu
Gan?

8o. Katisama—feet to be separated, alter the Svastiha
Karana, of the two Tands one to be pliced at the navel and
the other at the hip, and the sides 1n the Udvahuea pose.

81. Alsiptarecia—the left hand on the heare, the righe

73 1By ¢prsddbs Az, (L. p. 105) means the sicomuk ba gesture
79 Yearsta=cuns
* oyrnsayet =amsad cimskramanam Earyit {Ag)

3 krama=cusy,

8o * wdilbuts sude 15 nowhere else menuoned m the N§
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hand Reeita and thrown up and sideways, and then the two
hands to be Recita with Apaviddha (Aviddhaka) gestures.

82. Viksiptikstptaka—hands and feet fiest thrown up,
then again thrown down.

83. Ardhasvastika—the two feet to make the Svastika,
the nght hand making the Kanhasta gesture, and the left
one lying on the chest.

84. Ancita—in the Ardhasvastika the Karihasta 1o be
alternately in Vyavartita (Vyavrus) and Partvartita movement,
and then bent upon the tp of the nose.

85. Bhujengatrasita—the Kuficita feet to be thrown up,
the thighs to have an oblique Nivartana (Nivrtta) movement,
the hip and the thigh also to have the same movement.

86. Urdhvajinu—a Kufiata foot to be thrown up, and
the knee to be held up (lir. strerched) on a level with the
chest, and the two hands to be 1n harmony with the dance.

87  Nikufictta—feet to be moved as 1n the Visaka K.,
two hands to be bent at the sides, the right hand to be held
at the tip of the nose.

88. Maualli—making a whirlng movement while
throwmng back the two feet (lefc and right), and moving
hands m the Udvestita and Apaviddha movement,

89 Ardhamatali—feet to be drawn away from the
posttion tn the Skhalita K, left hand Recita, and afterwards
to be put on the hip.

87 NS, does not know any carang or cari of this nime, while 2 K. of this
name occurs, and one karanz is very olten used to defipe another Earana; see
texts for B4 above, 103 and 107 below, In all these cases some mss. read
Rarana nstead of carana

89 skhalitipasytin pidin feer drawn away from the position of the
skbalita K.
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go. Recitanibuttita—the right hand to be Recua, lefe
foat Udghattita (=Nikuttita), and the lefe hand wich Doli
gesture.

g1- Padapaviddhaka—the Karakimukha hands with
their back against the navel, and fect to be 10 Sucl and [then]
the Apahrinta Cari

92- Valia—hands to be Apaviddha, feet to be 1 Saci
Ciri Trka turned round [in the Bhramari Cari].

93- Ghiirnita—the lefc hand i Valita and  moved
round, the right hand wich Dola gesture, and the two feet
to be drawn away from cach other from Svastika position,

94. Lalita—the lefc hand with Kanhasta gesture, the
tight one to be again turned aside (apavartsta), two fect to
be moved up and down.!

95- Dandapaksa—observing  Urdhvajinu  Card, Laa
hands to be placed on the knee.

96. Bhujangatrastarecita—the fect to be 1 Bhujanga-
trasta Cird, the two hands to be Recita and moved to the [efe
side.

97. Nupura—the Trika to be gracefully turned round,
[in the Bhramari Cart] the two hands to show respectively
Laa and Recita gestutes, and the Nipurapida Cari with the
feet.

98. Vaifikharecira—hands and fect to be Recita, so the
hip and the neck, and the entire body i Vaisikha Sthina
(posture).

99. Bhramarha—Svasuka feec in Ashipea Cir, hands
in Udvestita movemens, and Toka® tumned round [n the

Bhramari Cari].

go 1 According to dg. sdghattsta=mkutiitd for whieh see abeve 70 note.
94 1 SeeiX 191, A
69 'Tnka used here and many times afterwards means the trkishs
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100 Catura—the left  hand with  Aficra, (e
Alapallava)’ gesture, the nght haod with Catura gesture,
the right feet 10 Kuttita (r. e. Udghattita) pose.

tor. Bhujangificita—the feer v Bhujangatrasita Gan,
the nght hand Reaita, che lefe hand with Latd gestore.

102. Dandalarecita—hands and feet 1o be freely thrown
about on all sides bike a staff {dands), and the same hands
and feer to be Recrra afterwmards.

103. Vedakalutmta—assuming the Vréoiha K. and che
hands with Nikututa movement.”

104. Kanbhrinta—the Sta Cin, the nght hand with
the Apaviddha (Awiddha) gesture and the hip to be moved
round

105.  Latdvi§oha—a foot 1o be Afmira and turned back-
wards, and the lefc hand to be with Lata gesture 1ts palm
and Angers bent and turned upwards.

106. Chinna —the Alapadma band to be held on the
hup which 1n Chinna pose, the body 1 the Vai8alha Sthina
(posture).

107, Vrs'c1Larccua—-assum1ng the Vrsala K., the no
hands 1n the form of a Svastiha gradvally o be Recita znd
to show Vipralurna gesture.

108. VrSuha—the two hands bent and held over the
shoulders, and a leg bent and rurned towards the back.?

109. Vyamsira—assuming  Abdha  Sthana, the mo
hands to be Recita and held on the chest and afrernards
moved up and down with Viprahirna gesture.

(sacrum) the lowest point 10 the vertibral colems where the tao other bones of
the Jegs meet,

105 1 Thisis Ag's soterpreravon of Aficita,

# This 1s Ag’s wterpretation 103 ¥ Sce above 50 note

108 1 Ag interprets the passage differendy.
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110. Parfvanikottaka—Svastika hands to be held on
enc side, and the feet to be Nikurtiea.!

r11.  Laldtatlaka—after assuming the Vifaka K a
mark (taks) in the forchead to be made with a grear toe

t1z.  Krintaka—bending a Kuficita leg behind the bacl,,
the Aukeang Cari, chen the twa hands to be thrown down.

113.  Kuficita—a leg to be firse Aficita and lefe hand o
be held on the left side with 1ts palm upwards.

114. Cakramapdala—the inner Apaviddha (Addud)
Cari with the body bent and held down between the two
arms hanging straighe.

115. Uromandala—two feet drawn away from the
Svastika position and used in Apaviddha (Addwd) Cari and
hands in Uromandala gesture.

116. Ahsipta—hands and feet 1o be thrown about
swiftly in chis Karana.

117. Talavilasita—foot with the tos and the sole turned
upwards and held high on the side, and the palm of hands
benr,

1i8.  Arcala—feer stretcched  backwards and kepe two
Talas and a half apart, and hands moved in conformity with
these,

11g. Viksipra—hands and fest to be thrown bachward
or sideways in the same way.

120. Avarta—the Kuficita feer put forward and the
two hands moved swifely to befic the dance.

1z1.  Dolipada—the Kuficita feer thrown up, and two
hands swinging from side to side in 2 manner befiting the
dance,

1o 1 Seq gbeve 70 note,
113 * According to Ag apsend tha=ad i edri far which see X1 22,
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122. Nivrrta—hands and feet firse thrown out, and the
Trika to be turned round and the two hands to be Recira.

123, Vinvrtea—observing the Sici Cid, the Trika to
be turned round and hands to be Recira.

124 Piardvahrinta—obscrving the Pardvalrinu Cin,
throwing out hands rowards the front, and moving them in
a manner befitting the dance.

125. Nifumbhita—a foor bent towards the back, the
chest ratsed hugh, and the hand held av the centre of the
forchead (tilaka).?

126 Vidyudbhranta'—toot turned bachwards and the
two hands in the Mandalaviddha® gesture stretched very close
to the head.

127 Aukranta—observing the Aubrinta Can, the two
hands stretched forward 1n a manner befitang the dance.

128. Vnartzha—hands and feet to be thrown out,
the Triha to be turned round and hands to be Recira.

12g  Gajahndia—the left hand bent and broughe near
the fleft] ear, and the nught hand 1n Latd gesture and the
feer Dolapada Can

130. Talas:mspho'tua'—-a foot to be swifly hfted up and
put forward, the two hands showing Talasamsphotita® gesture.

131,  Garudaplutaka—the two fect to be strerched bach-
wards and the two hands—right and lefc—to be respectively
with Latd and Recita gestures, and the chest raised up.

132. Gandasic—the fect to be 1 Siar position, the
side to be Unnata, one hand to be on the chest and the
other to bend and touch the cheek.

125 ! Ag anterprets diferently

126 1 Ag serprers diffesently 2 Nowhere defined an N§
130 1 Ag, mrerprees the passage, differently

2 Defined nowhere n NS
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133. Partvrita—the hands raised 1n Apavestna gesture,
the feet in S@ici position, the Trika is curned round (n cthe
Bhramari Cary)-

134. Parévajinu—one foot in Sama position and the
opposite thigh raised, and one Musti hand on the chest.

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

136. Sannata—after jumping, the two feer are to be
put forward 1 Svastka form and the two hands wo show
Sannata’ (s e. Dold) gesture.

137. Sici—a Kuficita foot to be raised and put forward
on the ground, and the two hands to be 1n harmony with the
petformance,

138.  Ardhasici—the Alapadma hand 1s held on the
head, the right foot is tn Stct [Ciri] postuion,

139. Siicividdba—one foor of Siici Carf being put on
the heel of another foot, the two hands to be respectively puc
on the waist and the chest.

140. Apakrinta—after making the Valta tugh,
Apakrama Card is to be performed, the two hands to be
moved tn harmony with che performance.

141.  Mayiratalica—alter assuming the Vrécika Cari two
hands to be Recita, and the Trika to be turned rovnd [in
the Bhramari Cari].

142. Satpita—the two feet to be moved from the
Aficita position and the head with Panivahica gesture, and the
two hands are Recita.

143. Dandapida—after the Nupura Ciri, Dandapada
Citi should be observed and the Aviddha hand should be
shown quiclly.

————————

136 ! According to Ag Sannata=Dolahasta
8
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144. Harinapluta—afrer observing the Aukranta Cirl
one jumps and stops, and then one of the shanks are bent
and thrown up.

145. Predkholitala—after observing the Dolapida Cari
(=krama) one 1s to jump and lct the Toka twrn round in
the Bhramari Cari and come at rest.

146. Nitamba—arms to be first thrown up and hands
to have their fingers pointing upwards and the Baddhi Cari
to be observed.

147. Skhalita—alter  observing Dolapada  Car,
hands with Recita gesture to be turned round in harmony
with this.

148. Krhasta—the lefc hand 1s to be placed on the
chest, the palm of the other hand to be made Prodvestita-tala,
the feet to be Aficira.

149. Prasarpitaha—one hand to be Recita and the other
with Latd gesture, and fect to be Samsatpicatala (=Tala-
saficara).

150.  Siphavikeidita—after observing the Alati Cari one
15 to move swiktly and hands to follow the feer.

151. Simhakarsita—one foot to be stretched  backwards
and hands to be bent and curned round in the frontand
agam to be bent.

152. Udvrita—hands, feet and the entire body to be
moved viclently (lit. thrown up) and then Udvria Cani w0
be observed.

153. Upasrtaka—observing Aksipt Cari and hands in
hatmony with this Cri.

154. Talasamghattita—observe the Dolapidi Ciri two
palms will clash with cach other and the left hand to be
Recita.
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155. Janita—one hand to be on the chest the other
hanging loosely and observing Talagrassmsthutd (Januea) Cari

156.  Avahitthaka—after observing Janui K rasing
hands with fingers spread out and then letung them fall
slowly.

157. NiveSa—the two hands will be on the chest
which should be Nirbhugna and the dancer should assume
Mandala Sthina (posture).

158.  Elakakridwa—jumping with Talasaficara’ feet and
coming to the ground with the body bent and turned.

159. Oridvreta—a hand made Avrtta (Vyavaruta) and
then bent and placed en the thigh, shanks made Aficita' and
Udvrtra,

160, Madashhafitaka—two hands hanging down, the
head assunung the Parivibita gesture, the right and the lefc
feet to be tutned round in Aviddha Cari.

161. Visnuhrinta—a foot stretched forward and bent as
it on the point of walking, and hands to be Recita.

162, Sambhrinta—a hand with Avartita (Vyavarcita)
movement placed on the thigh which is made Aviddha *

163.  Viskambha—a band to be Apaviddha,’ Siici Cari,
foor to be made Nikuttita and the left hand on the chest.

164. Udghatta—fect to be i Udghattita’ movements
and hands in Talasamghattita movement® are to be placed on
two sides.

165. Vrsabhakeidia—after observing the Alata Card

155 ' According to Ag. Taligrasamsthita pids means Janitd can,
158 ! Same as agratalasaficars, sce X, 46.
159 ! Defined nowhere in NS,
162 ! Defined powhere 1n NS, 163 * Defined nowhere in NS.
164 t Dcfined nowhere 1a N§
1 Defined nowhere 1n NS,
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two hands to be made Recita, and afterwards these should to
be made Kuiicita and Afaita.

166. Lolita—hands on the two sides to be Recita and
Afcita, and the head Lolia and Vartica,

167. Nagipasarpita—to draw back [cet from Svastika
positton and the head to be Parivahita and hand to be Recita.

168.  Szkatisya—begtnning with body at rest, advancing
with a Talasaficara® foor and making che chest Udviluta.

169. Gangivatarana—Ffoot with the toes and the sole
turned upwards, hands showing Tripataka with the fingers
pomnting downwards and the head being Sannata.’!

The Angabiras

170. I have spoken of one hundted and eight Karanas.
I shall now describe the different Angahiras.’

171-173. Sthirahasta—stretching two arms and  throw-
g them up, taking up Samapida Sthina, the left hand
strerched upwnrds from the level of the shoulder, tnkmg up
afcerwards the Pratyalidha Sthina, then observing, successive-
ly the Nikuoteta, Uradvrtea, Aksipra, Svastika, Nitamba,
Karthasta and Katicchinna, Karanas

174-176 Paryastaka—obscwmg Talapuspapui_:a, Apa-
viddha, and Vartita Karanas, then tahing up Praeyalidha
Sthina, then assuming Nikuttaka, Uriidvreta, Aksipra,
Uromandala, Nitamba, Karihasta, Katicchinna, Karanas,

176-178  Siicividdha—after  showing  Alapallava

Alapadma) and Siici (-mukha) gestures assuming one atter
(Alap % g

168 1 Sce above 158 note,

16g ! The term defined nowhere tn NS,

170 'Angalira defined nowhere in NS,

171-173 ! Definition of the angabiras have been cranslated like the
karanass above see, 62 note, Anghiras are mostly combinations of the Earanes,
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another Vlksipta. Avartita, Nikuttaka, Uridvrtea Aksipta,
Uromandala, Karhasta, and Katicchinna Karanas

178-180. Apaviddha—Apaviddha and  Sucividdha
Karanas, then observing Udvestita K with hands and turming
the Trika, showing with bands Uromandalaka gestures and
assuming Katicchtona Karana

180-182, Aksipraka—assuming  successively  Nipura
Viksipta, Alataka, Aksipta, Uromandala, Nitamba, Kanhasta
and Katiechinna Karanas.

182-184. Udghattita’——moving Udvestita and  Apavid-
dha (Aviddha) hands and the two fect to be Nikuttita, and
again changing them to Uromandala gesture and then assum-
g successtvely Niramba, Karthasta and Kattechinna Karanas

184-187. Viskambha—hands by turns made Udvestua,
feer are successively made Nikuttita and bent, then assuming
Orudvreta K, hands to be made Catutasra® and feet Niho-
ttaka, assuming then Bhujangatuisita K. hands 1o be made
Udvestita, assuming Chinna and Bhramaraka Karanas while
Tnka 1s to be moved, then Karnhasta and Kauocchiona
Karanas to be assumed.

187-190.  Apargjita—assuming Dandapida K., hands
having Viksipta and Akspita’ movement, then assuming
Vyamsita K. the lefe hand moving along with che lefr foor,
then hands being Caturasra and feet having Nikhuttaha move-
ment, assumtng Bhujangatrdsita K. and  hands  having
Udvestita movement, then assuming successively the two
Nikuteakas (. c. nikurea and  ardhanikutea) Aksipta,
Utomandala, Kauhasta and Kaetechinna Karanas

190-192, Viskambbipastta—assumuing  Kurtea  and

182-184 'l the definition of ungabiras this term has been equated with
nrits o danee,
184-187 * Defined nowhere tn NS, 187-190 ! Defined nowhere 1n N§
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Bhujangatrisita Karanas, Recita hand to show the Patiha
gesture, then to be assumed successively Absiptaka, Uroman-
dala, Laed, Katiccheda Karanas,

192-195. Marrdkrida—assuming Niipara K by turming
Triha, then assumug Bhujangatrisita K. assuming next Recira
K. with the night foot, and then assuming successively Aksip-
tala, Chna, Bihyabhramaml\a, Uromandala, Nitamba,
Kanhasta, Kanccheda Katanas

196-197.  Svastiharecita'—hands and feet are Recia,
then assume Vrdaka K. and again repeat this movement of
the hand and feet, and then Nikyteaha K. and the Lata
gesture alternately with the nght and the lefe hand, and then
Katiechinna K.

197-200. Pitdvasvaseka—assumng (Dih-} svastiha from
one side and then the Ardhamkuteaha, ail these to be repeated
on the side, then the Avrta (Vyavartita) hand to be placed on
the thigh, then to assume successtvely Urlidvrita, Alstpta,
Nitamba, Kacihasta and Katicchtnna Karanas.

200-202. Vrfahdpastta—assuming Vidaha K. holding
the Lacd band to be held on the nose, after moving the same
band 1n Udvestita movement, then assummg successively
Nitamba, Kanhasta and Katiechinna Karanas.

202-204. Bhramara—assuming successively Nispurapada,
Absipraka, Katiechinna, Siicividdha, Nicamba, Karthasta, Uro-
mandala and Katicchinna Karanas,

204-206. Matmaskhaliaka—assuming Matallk K. and
moving round the right hand and bending and placing it
near the fright] check, then assunung [successively] Apavi-
ddha, Talasamsphotuta, Karihasta and Katicchinna Karanas.

tg6.197 * In the translation of this K Ag has been followed.
197-200 ¥ In the translation of this K, [ have followed Ag.
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206-208. Madavilasita—moving with Doli haids and
Svastikdpasrta feet, making hands Afcita as well as Valica
and then assuming successively Talasamgharuta, Nihuetaka,
Urizdvrita, Karihasta and Katicchinna Karanas.

208-210.  Gatimandala—after  assuming  Mandala
Sthinaka and making the hands Recita and the feer Udgha-
tita assuming successively Matalli, Aksipra, Uromandala
and Katiccheda Katanas.

210-212. Paricchinna—after the Samapida Sthan'
assuming Paricchinna (s . Chinna) K. then wuh Awddha
foot assuming Bahya Bhramara ka' and with the left foor
assurning Stici K. and then observing [successively] Attkeanea,
Bhujafgatrisita, Karihasta and Katiechinna Karanas.

212-216.  Parivrttakarectta—holding on the head bands
in loose Svastika form and then after bending the bedy, the
lefr hand to be made Recita, and raising the body, again
the same hand to be made Recita, after this hands to show
Lat3 gesture and assuming successively Vricika, Recita, Kan-
hasta, Bhujafgatrasita, Aksiptaka Karanas, then have Svastiha
foot; all this to be repeated after turming back completely,
then asssume [successively] Karthasta.

216-219. Vaifikharecitz—along with body the two
hands to be made Recita and all this is to be repeated with
the body bent, then observe Niuipurpida Cari and Bhujanga-
trdsita, Recita, Mandalasvastika, afterwards bending  shoulder
Ortidvrera, Aksipta, Uromandala, Karthasta and Kaucchinna
Karznas are to be assumed.

21g-221. Pardvrtta—assuming Janita K. and puttng
forwards a foor, then assuming Alitaka K. and turming che

210-212 1 According to Ag (L. p. 152} bzbys bbramarcka scems to mean
a ¢3ri of that name.  But it scems thar by this bbramaraka, the movement
known as bbramari has been meant, See M. Ghosh AD. 28¢€ also A K.
Coomraswamy. MG p 74.
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Trika, [in the Bhramri Cari] afceswards the left hand bent
and on the cheek, then assuming Katicchinna Karana.

221-223.  Alitaka—assuming Svasttka, Vyamsita [in 1t
hands  being Recira), Alitaka, OUrdhvajinu, Nikufcita,
Ardhasiici, Viksipta, Udvreea, Aksipra, Karhasta and Kari-
cchinna Karanas one after another.

223-225. Parévaccheda—holding Nikuttita hands on
the chest assuming Utdhvajanu, Aksipta, Svastika Karanas,
Trika to be turned round, then Uromandala, Nitamba,
Karhasta and Katicchinna Karanas to be assumed.

226-227. Vidyudbhrinta—assuming Siiei K. using the
the lefe foot first, and Vidyudbhrinta K, using the right foor
fiest, then Siici K. with the night foot moved first, and
Vidyudbhranta with the lefe foot moved first, afterwards
assuming Chinna K., and turning round the Trika, then Laid
and Katicchinna Karanas.

227-229. Udvrttaka—assuming Niputapada Cari hang-
mg the right and the lefe hands by the side, and with them
assuming Viksipta K, with these bands assuming [agan] Siici
K., and rturming round the Trka {in Bhraman Cari] and
then assuming Latd and Karicchinna Karanas.

229-231.  Alidha—assuming Vyamsira K., strihing  the
hands on the shoulder, and then Niipura K, with the left
foot [moving first], afterwards Alata and Aksiptaka Karanas
with the right foot [moving fiest] and then making Uro-
mandala gestutes with hands and assuming Karthasta and
Katiechinna Karanas.

231-233  Rectta—showing Recita hand, bending it on
one side and making the [same] Recita movement and then
repeating  this movement after bending the entire body,
assuming  successively Niipurapada, Bhu]aﬁgatrﬁsita, Recita,
Uromandala and Katicchinna Karanas,



65 DESCRIPTION OF THE CLASS DANCE I a7

234-235. Acchurita—assuming Nipura Car, turatg
the Toka round, assuming Vyamsita K. and agan turning
round the Trka, then assuming successively Alataka K from
the lefe [side] and Stci, Karihasta and Katicchinna Karanas,

236-238.  Aksipracecita—Svastika feet to be 1n Reaa
and 5o the Svasuka hands, then with the some (s e, Recia)
movement they should be sepatated, and with the same
Recita movement they are to be thrown up, then assuming
successively  Udvrtta, Aksipta, Uromandala, Nitamba,
Kanhasta and Katicchinna Karanas.

23g-241. Sambhrinta—assumimg Viksipta K. throwing
out the left hand with Siici gesture, the nght hand placed on
the chest, Trika to be turned [in the Bhramari Cari] then
assuming  successively Nipura, Absipta, Ardhasvastika,
Nitamba, Karihasta, Urotnandala and Katicchiuna Karagas.

242-243. Apasarpita—observing Apakranta Cad and
assuming Vyamsita K. with the hands meving 11 Udvestita
manner, then assuming successively Ardhbasiici, Viksipta,
Katicchmna, Udvrtta Aksiptaka, Karthasta and [again] Kati-
cchinna Karanas.

244-245. Ardhanibutcaka—observing  swifddy Nipura-
padika Cari, hands to move in harmony with the teet and
Trika to turn round [in the Bhramari Cari], then hands and
feet to make Nikuttita movement, afterwards assuming Uro-
mandala, Karihasta, Karticchinna and Ardhamkuttaka Karanas.

The Recakas

246. 1 have spohen of these thirtytwo Angahdras ;
[ shall now describe the four Recakas® ; please listen about
them:;

246 ' Fot the cclation between Recakas and the Angabiras and the usc of
the Recalas see Ag,

9
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247. Among the Recakas the first is that of the foor,
the second is that of the waist, the third is that of the hand
and the fourth is that of the neck.

248. The term Reara |relating to 2 limb] means
moving it round separately (s. not in any Karana or Car)
or its drawing up or 1ts movement of any Lind separately.

249. DPida-recaha—Going from side to stde with waver-
ing feet or wih differently moving feet, 1s called their
Recaka.

250. Kati-recaha—Rarsing up the Trika and che turning
of the waist as well as 1ts drawing back, s celled the Kag-
recaka.

251. Hasta-recaka—Rausing up, throning our, puring
forward, turming round and drawing bach of the hand is
called 1ts Recala.

252. Grivi-recaLa—R:nsmg up. lowering 2nd bending the
neck sideways, and other movements of 1t are called 1ts Recaka.

253-254. Seeing Samhara (Siva) dance with Recakas and
Angahiras, Pirvari too performed 2 Gentle Dance (hst. danced
with dclicate forms), and tus dance was followed by the
playing ot mustcal nstruments Like Mrdanga, Bheri, Paraha,
Jhanjha, Dindima, Gomuhha, Panava and Dardura,

255. [Besides on this oceasion] Maheévara (Siva) danced
in the evening alter the break-up (jit. destrucrion) of Daksa's
sacrifice’ with different Afigahiras and in conformity with
proper time beat (szla) and tempo (lay4).

253-25] ! mrdangs, bberi, paysba, dindiria, derdwre and fenz2id 2re dnrss
of different sizes and shapes, nd made of difereot materials such as day, wood
ete. For bberd, penara and gormukba (possibly a hom) haie see the Bhagzvad-
gid, cb. I, 13, Jbar;bi means large ¢ymbols.

255 3 The story of the break-up of Dalsa’s szcrifice occurs ia two different
forms in the Bhagavata and the Varzha P. Sce JK, under Daksa,
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256. Gamas like Nandi and Bhadramohha seci1z then [1n
course of this performance of Swva], Pindibandha® {of different
dance forms] gave names to them {and mutated these] well.

257-263. Names of Pindis specally attached 1o
different gods and [goddesses are as follows] . Siva—Visa,
Nandi—Pattisi, Candika  ( Kili }—Suphavibuni, Vispu—
Tarhsya, Svayambhu—{ Brahmz }—Padma (lotus), Sakra
(Indra) —Airdvat;, Manmatha—Jhasi, Kumira (Karrheya)—
$ikhr (peacoch), S (Laksm)—Tlu (owl), Jahnavi (Ganga)}—
Dhard, Yama—Pifa, Varupa—Nadi, Dhanada (Kuvera)—
Yils, Bala (-rima)—Hala (plough), Bhogins (serpents)—Sacpa,
Ganegvaras (the | rds of Ganas)'—Dalsayajfiavimardini, The
[Pmdfj of Siva, the haller of Andhaka®, will be Raudrr 1n the
form of his trident. The Pipdis of the remaning gods and
goddesses will be similarly named after (r. marked with)
their own banners.

263-264. Alter venting the Recahas, Angaharas and
Pindis, $ina communicated them ta the <age Tandu® who 1n
hts turn made out of them dance together with songs and
insttumental mustc ; and hence this dance 15 Lnown as
Tandava (s e. of Tandu's creation).

255 I Prdibandba—Ag (I, 170-171) explans the word  But st 1s
defiicyle to male any defimite 1dea about the petdibandbs or pindi from hus
explananon Bat a later work on dramaturgy discusses this word (Bh P, p 264)

From this, the meaning of the word seems 1o be a term relatung to group-
dacee  Fer more abou~ piodibandbs see 257 262, 284-285, 2g1-294 below

257262 1 Ginefvari meaans rclinag to Ganevaras or lords of hosts, sec
above HI 31, 58 a0 11, 1-8 note 7

2 The szory of Siva's k;[lmg the Asura Andhahi occurs ta Ram, Harivamiéa
and several Purinas  See JK. 1ab voce.

263-264 *Tandus namedoes not seem to occur in any extant Purina,
Tt 18 just pessible thae the name of this mrns bas been dentved from tandros, 2
ren-Aryn werd which enginally may have meant dance.
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Sages speak.

265. Use of Gestures etc. (¢bbinays) having been
devised by the experts, for drawing out the sensc fof songs
and speeches in a play]. what led to the making of dance
(nreta), and what 1s its nature ?

266. Why is dance made m connexton with the Asdrita
songs * It does netther relate to 1ts meaming nor reflect ats
spirit.

267. [In answer to these questions] 1t 15 satd that the
dance is occasioned by no specific need ; 1t has come into
use simply because 1t creates beaucy.

268.  As dance is naturally loved by almost all people,
1t s culnglsed as berng auspicious.

26g. It 1s eulogised also as bewng cthe source of amuse-
ment on occasions of marriage, chuld-birch, reception of a
son-in-law, general festivity and attainment of prosperity.

270  Hence the host of Bhiitas have ever praised the
Prauhsepas® which are used 1n songs and i regulating the
division of dances

271, Swa (ht. god) too was pleased to say to Tandu,
“Perform this dance 1n connexion with the singing of songs.

272. The Class Dance (tandava)' is 1nostly to

270 1 pratsksepa—Ag. (L. p. 182) defines thie term and poiats our that
the NS does not mention this.

272 ! Tindeva has been translated by some as ‘wild dance’ (Haas,
Dafariipa, p. 5), but the adjective seems to be misleading  From the present
chapter of the NS, 1t appears that the word meant *class dance” which has been
codificd. Itis tobe distinguished from the folk-dance meotioued in later
works, Tandava was no cxclusivcly male dznce, For the illustrations of the
karanas taken out of old bas reliefs and printed in the Baroda ed, of the NS,
show that these were performed by women as well, These keranas were
evidently elements of t3ndava, lasya performed by women was only a gentler
form of the tzndava.
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accompany the adoration of gods, bur its geiclr torm

(sukumara-prayoga) relates to che Erouc Senttment

Vardbamanaka

273. Now while coming w0 discuss the Vardhaminaka
I shall describe rules regarding the performance of the Class
Dance as it was performed by Tandu.

274 As in its performance Kali and tempo (layq) atrain
trddb; (increment) due to the increment of Aksaras 1t 1s called
the Vardhamanaka.

Asarta

275. After setting  down the musical instruments
(£utapa) the producers [of plays] should get the Asara per-
formed.

276. Then after the Upohana has been performed to
the accompantment of drums and sttinged instruments, a
female dancer should enter fthe stage] with the playing of
stringed tnstruments and droms.

277. This playing of the [instrumental] music should
be 10 pure Karana and Jati. And then a Cari should be
pecformed with steps 10 accompaniment of mustc.

278.  On entening the stage with flowers 1n her bands
the kemale dancer should be 1n the Vaifikha Sthina (posture)
and perform all the four Reeakas (s e. those of feet, hand,
waist and neck)

279. Then she should go round the stage scarcering
flowers from her hands 10 gods, and after bowing to them,
she should make ase of different gestures.

280. Instrumental music should not be played when
there is any song to be delincated by gestures, bur at the
petformance of Afigahdras drums must be employed.
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281. The playing of drums (ht. instrumental music)
during the Class Dance should be Sama, Ralea, Vibhalta
and disuncely heard on account of clear strokes and should
be properly following differcnt aspects of the dance.

282.  After followmng the song [with her dance] the
dancer should male hee eart and others [like her] will enter
[the stage] 1n the same manner.

283. These other women will in due order form Pindis*
and o]l all chese are formed they will perform the Paryastaha.

284. After forming [Pindis] these women will mahe
their extt, and duning the formation of the Pigdis an 1nstru-
mental music which has vanous Oghas and Karanas should
be played, and 1t should be sinular to the music at the tme
of rhe Paryastala

285-287. Then this Upohana should be agamn per-
formed as before, and the Asinta too, a song also should be
sung and a female dancer should enter the stage i the
manner described before, and she should delineate [che
meaning of the song n the second Asinta by suitable
gesture] and translate the subject-matter (vasts)' into a
dance.

288. After Amshing the Asinra the female dancer
shoutd male her exir, and then another female dancer should
enter the stage and mahe a similiar performance.

289  Thus at every step the rules of Asdrita should be
followed by singers as well as players of the instrumental

music.

290 [During all these performances] the first foot® of

283 * Sec above 28z pote 2,
285-287 I For vastu (padzvasts) see Malni I, o, 5.8, 13, 14
29a 3 Vastu bete means padavastn, Sce above 285-257 note,
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the song should be sung once, the second twice third
thrice, and the fourth four times.®

291, The Pindis have four varieres. Pindi [proper]
Scahbahli, Latdbandba, and Bhedyaka.

2g2. The name Pind1 or Pindibandba 1s due to 1ts
being 2 Pind: ﬂump), a cluster (galma)’ 1s called Senkhaliha,®
and that which 1s held together [as e were] by a net, 1s
Latabaadha,® and Bhedyaka® 1s to be the [separate] dance of
individuals.

293 The Pindibandha 15 to be applied 1n the firse (lie.
shortest Asdeta), Seihhala ar the Layantara, the Latabandha in
the muddle one, and the Bhedyahain the longest {1 ¢ Asirita)

294. Odgin  [of Pindis] 1s twolold Yantra and
Bhadrisana*  These should be learne and properly applied
by the producers [of plays].

Chandzka

295. In the Vardhamina the producer should thus use
[dances]. I shall speak agatn abourt the rules tegarding the
pecformance of Chandaka songs

* These IrZniss were disuncusbed by the Ralus of mme they required
Acwoling o Ag. (T 15;) the shorwst Zulrrz wlhes op seventesn  kalds, the
rredioer aserree thueey theee Biles and the loages~ Zrmrs stxty-fve £alos,

29t 1 Sce notes 256 above from 2 passare 1 th- Bh P, {p 216} Iras qunes
clear that the pendirandbs relites wthe grouping of dancers.  OF these the
g2’ 15 2 geaeral collective danee, the fmbkaZ 15 the dmce ta which partners
beld ene ancther”s kands the Lru s the dince of two putung therr arms
z.o8ad ca.h other and the bhedysbsis the dance of cach one scparately away
frem the roop

252 ' Secabove 291 rote.

* BLP, does not idenufy the galma and the fmkEiks

* See ahove 291 wot- 4 See 2bove 291 gote.

293 ¥ Duap~uishiag fzatores of the three &rivas Fave Been goven an cote
w 2, 0 shovs,

293 ¥ Ths passage soovclesr  Ag’s explananen (L p 193) of the yautra
1nd the Bbrfrarets ts pot convinang
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296-297. [ shall now speak of thedance and the instru-
mental music that should zccompany songs consisting of the
Vastu' as well as of their (Afigas) During the performance
of this song and music, 2 female dancer should enter the
stage, at that time all the drums are to be sounded and =il
the stninged 1nstruments are to be played with  Ksepa and
Pratiksepa.’

298. Furst of all, the entire words of the song should
be represented by gestutes, and next the same should be
shown by a dance.

299  Directions given above regarding the dance, use
of gestures and the instrumental music will apply equally
to the subject matter of the songs m the Asira.

joo. This 15 the rule with regard to songs consisung of
the Vastu. Now histen to desciiprion of songs made by
Angas,

jor. Rules regarding the dance, use of gestures and the
instrumental music which apply to words [of songs) are
equally applicable 1n case of Chandahas which are composed
of their Afgas( limbs)

302. Dunng the Mukha and the Upohana the instru-
mental music should be played with heavy and light
Absaras (strokes) by Leeping cthem distinet {lit. separate).

303. When in course of 2 song some of its parts are
repeated, the parts urtered first should be delineated by
gestures and the rest are to be translated 1ato dance.

304-305. When in course of 2 song some of its patts
are repeated, it should be followed by the instrumental music
which cobserves the rule of three Pimis and theee kinds of

296-297 ! Scc above 285-287 note 1.
* For prauksepa sce abose 270 note 2,
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tempo. On an occaston hke this the instrume: tal music
should fallow the [proper] tempo.

305-308. The Tattva, the Anugata and the Ogha relate
to the Karana.  Among these, the Tattva 15 to be appled 1n
slow tempo, the Anugata in medium tempo and the Ogha
in quick tempo.  This is the rule regarding the 1nscrumentcal
music.  [Different] parts of the song in case of a Chandaka
arc to be repeated.  This is always the rule in [combining]
the dance, gestures and the song  In case of songs com-
posed 1 metre (nibaddba) commencement (graba of the
playing of drums) should take place at thetr end, but 1n the
repetitton of the parts [of a large song] such commencement
should take place from the beginning.

Gentle Dance

309. Tlus should be the procedure 1 performing che
Asanta songs. Now consider the Gentle Dance relates to the
adoratton of gods.

310, The Gentle Dance with the Erotic Senument
[relates to] a dialogue between a man and 2 woman when
they are in love.

Occasions suited to dance

3t1.  Now listen, O Brahmins, about occastons tn plays
when dance should be introduced tn course of songs.

312. Experts should apply dance when the principal
words of asong [in a play] as well as its [ornamental adjunct
known as] Varna' comes to 2 close or when any character
attains good fortune [in a play].

313. And dance should take place on an occaston 1n a
play when something connccted with love occurs between a
married couple, for it (the dance) will be a soucce of joy.

312 1 Scc XXIX. 17-30.
10
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314. Dance related to the meaning of the song should
also take place in any scene of a play when the lover is near
and a [suitable] season or the like is visible.

Occastons when dances are probibited

315. But dance should not be applied to the pare of 2
young woman who is enraged (kbapdita),” deceived (cipra-
12bdba),” or separated [from her lover] by a quarrel (kalaban-
tarsta),’

316, Dance should not be apphed also at a time when
a dulogue 15 going on with a female friend ot when the
beloved one 1s not near at hand, or has gone abroad.

317. And besides this when one realises the appearance
of one of the seasons or the hike from the words of a Messen-
ger, and feels eagerness or apxicry on account of this, no
dance should be apphed.

318. Butif during the performance of any part of the
play, the heraine is graduvally pacified, dance is to be applied
til] its end.

31g. 1f any partof a play relates to the adoration of $iva
(Iit. the detty) one should pecform there a dance with energetic
Angahiras which he himself Mahesvara (Siva) created.

320. And any love-song mentioning relations between
men and women should be followed by 2 dance with dclicate
Angahiras which Parvati (lit. the goddess) created.

Playing of drums

321. Ishall now speak of the rules about the playing of
drums which should follow four-footed Narkutaka,” Khafijaka®

and Parigjraka.

315 1 Sce XXIV. 216, $1bid. 219, 3 sbid. 215,
321 ! Sec XKL 465 XXXIL, 321 & * Sec X001, 566; XXXI1, 466,
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322. Playing of drums should begin with the Sannipata
Grzha at a time when a foot of the Dhruva of the Khafija or
the Narkutz class has been sung,

323. In course of 2 Dhruvd which consists of even
number of fecct with equal oumber of syllables, the drum
should be played with the Graha by the fore finger after s
[first] foor has been sung.

324. [Afrer performing the Dhruvi song with the
playing of drums as directed above] this song should be
repeated with proper geseures [to delineate 1], and 1t should
be again sung, and at the end of its last foot drum should be
played.

When drums are not to be played

325. Drums should not be played at a rime when the
principal song or its Varnas have been finished or 1t 1s
beginning afresh,

326. During the Antara-mirga which may be made by
Trantris or Karanas, the Class Dance should be followed by
drums as well as the Sici Cari.

327. One whe will perform well this dance ercated by
Mahedvara (Siva) wall go [at his death] {ree from all sins to
the abode of this deity.

328. These are the rules regarding the Class Dance
arising out of its application. Tell me what more [ am to
speak now about the rules of the Natyaveda.

Here ends Chaprer IV of Bharata’s Natyadistra,
which treats of the Charactetistics of the Class Dance.



CuartEr Five
PRELIMINARIES OF A PLAY
The Sages guestion.

1-4.  On heaning the watds of Bharaza who continued
the topic of drama, the sages were pleased in mind and said,
«We have heard from you about the ongin 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 1n detail (lir. exhaustively), O the very
splendid one, about the Preliminaries with all therr charac-
teristics, 1t behoves you, O Brahmm, to explain  [every-
thing] for our understanding [the same properly].”

Bharata answers
5-6. Heanng these words of the sages, Bharata spoke
thus about the rules of the Preliminanies.; <Q the blessed
ones, histen to me. I am speaking about the Preliminaries as
well as of the Padabhdga,' the Kalas® and the Walking-
round® [which relate to them].

Prelsminarses defined
7. Asitis fest performed at the beginming (pirvam)
in the stage (ranga) it 1s called the (piirvaranga)’

Parts of the Prelimnaries
8-11. Its different parts are to be performed in due
order with the playing of drums and stringed instruments

1-4 1 See I 13418, 8 Sec L. 69-73 *#Sec 1. 54-68. 4 See I11.

5-6 1 padabbiza—See XXXV 247  This s 2 term relaring 1o tils

¥ Beli—unnt of the me measute in music. See XXXI. 1-4 Sce Ag (1. 211).

? panwvarta On tlus see below 23-24,65-89

7 ?BhD. defines pirvaranga as follows.  szgral. QI qfaa
gftf: 1 @ R =% G admm (SR p- 742} The definition 1n the

comm, of DR {Il. 2} 15 corrnpt.
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as well as with Recitatives (P.?tbya). Pratyahira, Asvacerana?,
Arambha’, Afrdvana’, Vahtrapim®, Panghattana’, Samgho-
tani’, Margasarita®, and Asirita” of the long, the medum
and the short types, are the songs outside the performace of
a play to be sung by persons behind the curtain® to the
accompamment of drums and stringed 1nstruments.

12-15. Then after removing the curtaie’, dances and
recitals® are to be performed with the playing of all musical
mnstruments, and some song of the Madraka® class 1s to be
sung, or one of the Vacdhaminaka® class along with the
Class Dance [suitable 1o it] should be applied. Then should
tahe place fone after another] dunng the Preliminanes the
following : —Utthipana®, Walking round®, Benediction’,
Suskapahrsta®, Rangadvi®, Cari'®, Mabicin'!, Three Men's
Talk" and Laudation®.

16. I shall now explain in due otder the charactenstics
of all these which are to be included in the ceremony of the

Preliminarnes.
Sexx
* Sec below 17, 3 Sec below 18, * See below 18,
€ Sez below 18 % See belaw 19 & See below 19
7 See belaw 20, ¢ See below 20 * See below 21,

1 From tius statement it appears that the ficst ninc atems of the prelmi-
naries were performed behind the curtains on two doors of the nnag room
12 15 ! See B-11 mote 10 above,
* Reduals of the Benediction (n3ndi) and the Laudation (prarocina) etc,
3 ruedraks—a class of songs
4 s rdbeminaba—a dass of songs wuthdincz, See XXXI 6-101, XXXIL
259 £. 224E

* See below 22-23 § Sce below 23-24, 65 &q.

7 See below 24-25, 107-113. 3 Sce below 25-26, 113 116,
? Set below 26-27. 19 See below 27-28, 119-120,
12 See below 27-28, 127 130, 12 S¢e below 28-29, 137-141

1 See below 29-30, 141-142.
16 T It appears that these items of the Prelimmeries to be performed
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Pratyzbira
17. Atranging of the musical instruments (kutaps) is
called the Pratyahira’
Avatarana
The seating of singers 15 called the Avararana (he
coming down)”.
Arambbe
18. The commencement of vocal exerase for singing
(parigita) 15 called che Arambha (lir. beginming) *
Abrav 20z
Adjustng the musical mnstruments for playmng them o
due manner 1s called the Afravana®
Vaktrapin:
19. Rehearsing (ht. diiding) the different styles (orsts)

of playing musical instruments 1s called the Vahtrapam.'

Parsgbattani
The strings of instruments are adjusted duly duning the
Parighartanz.

behind the curtains of the tinng room have been made needlesd) claborate
Butitisootso  In ancient umes people duc to different condimons of thar
hie, were not so much punctzal 1n coming 1o the theatnica) show, They did
noteome to it all atonee and atany fixed me Quite 2 long mme passed
before they all assembled  Hence from behind the curtam the Director offered
o the eacly-comers whaterver they could, while prepanng for the actual per-
formance. Ag (1 p z15) says that nine yrems of the Preliminanies were meast
for a [commonr] women, chidren and fools. The same pracuce abeut the
Prebmunanes may be observed even now i case of the Yarrds or the open ar
theatrical performances in Bengal

18 Y arembba—Sec XXIX, 131 &

* @frdvani—For details about the performance of this see XAIX, 1358

19 uvaktrapim—For detatls sbout the performance for this see XAIM
57

* parsgbassani—For the performance of this see XAIh 14B-150
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Ssmgbotanz

20. The Samghorana® is meant for rchearsing the use

of different hand-poses {for indicating the trme-beat. ]
DMargisarita

Tke playing together [in harmony with one another] of
drums and seringed insccuments is called the Margdsanea.*

dsdrita

21. The Asirita is meant for practising the dwision of
kalis (kalzbbags).”

Application of songs

And the Application of songs (gitevidbi)’ is for singiog
the glory of gods.

Uttbzpana

22-23. [shall now speak about the Urchipana (lir
tatsing) ceremony which is so styled because from thus, the
reciters of the Benediction start (lit. raise) first of all in che
stage the pecformance [of the play]. Hence the Urthpana
is considered by some to be the bcgiuning [Of the per-
formance].

Walking-round -

23-23. The Walking-round (parivartans)t is so styled
because in ir, the guardian deities of different worlds are
praised [by the Director] walking all over [the stage]-

Benediction

24-25. The Beoediction® is so called because 1c must
always include [and invakz] the blessing of gods, Brahmins
and kings.

20 I Gmgkopmi—For the performance of this see XNIX, 143£.
? mEridrite—For the pecformance of this sec XXX 351 £,

-1 * ZFnse—Fer the performance of this see XXX, 625 1705
? Sec XXX 200 £

23-24 ¥ prrestere=pacarte sec below 65 E,

24-35 * Fer i spedens see below 107 B,
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Suskavakrstz Dhbrova
25-26.  When an Avahrstd Dhruva 1s composed with
meaningless sounds it is called Sushivakrstd ' v indicates
verses for the Jarjara,’
Rangadvira
26-27. The Rafigadvara 1s so called, because from this
patt commences the performance which ncludes Words and

Gestures.,
Cari and Mabacari

27-28, The Cir 1s s0 called because 1t consists of move-
ments depicting the Erotic Sentiment, and 1 the Mahacaii
occur movements delineating the Furious Sentiment.

Three Men's Talk

28-29. The conversation of the Director (siitradbira),
the Assistant (paripirfoaka) and the Jester' 15 called the Three
Men's Talk (trigata)

Laudation

2g9-30. An appeal with a view to success which s
made [by the Diector] alter suggesting the action (kirys)
of the play 1o hand with [proper] rcasoning and arguments
15 called the Laudatton (prarocans)

Ornigen of the Babirgita and its justsfication

30-31. I shall now describe in detal the Asravani
which 1s included 1 the Bahirgita and shall speak of its
origin as well as 1ts justification,

2526 ¥ 5ec below 113-515

2B, G read berween 25b and 262 o prose lines.

28-29 * The Jester's role is assumed by one of the Assisunts, See below
70 where two Assistants enter along with the Director. For details of the
Three Men's Talk sce below 137-141.

29-30 ¥ For detsils about the Laudation see below 141-142. Seeabo Ag
for the ing of ssddbenimantrana
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31-32. Now when songs 1n seven forms® and i Citra®
and Daksina® Mirgas together with the Upohana® and the
Nirgita® were started by musical experts like INirada 1n
pratse of gods, ail the gods and the Danavas, in the assembly
were made to hear the Nirgita® performed with proper tempo
and time-beat.’

Dastyas and Raksasas provoked to 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 matrer] and said to one another:, +We are glad to hear
(lic  accept) this Nirgita in accompaniment of the 1nstru-
mental music; and the gods were pleased to hear the songs
m seven forms' about their exploits. [But] we shall hear the
Nirgitz only and shall always be pleased with it. Then these
Dattyas [and Riksasas] pleased with the Nirgita urged for
its repeated performance.”

Gods approach Nairada to stop the Nirgita.

37-38. This enraged the gods who said to Narada,
“These Dinavas and Rahsasas are pleased with the Nirgita
only [and do net want anything else . e. songs]. Hence we
wish this performance [of the MNirgita] to come to an end,
What do you think of this?,”

3t-3z * Sec XXXI. z20ff; 3656,

% See XXXI 358 3 See XXXI 357. 4 See XXXI, 138
® Another nams for babirgite, See below 33-42.

® nirgita—instrumental music,

7 For different aspects of the tila scc XXVIII, 18-20, and XXXI

3436 * The seven forms—On this scc Ag. (s p 224)

Il
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Narada paciftes the gods.

38-41. Hearing these words of the gods Narada replied,
sLet the Nirgira dependent on the music of stringed instru-
ments be not stopped, and this (nirgita) combined with the
Upchana and accompanted by the music of stringed  mstru-
ments will have seven forms. Enraptured (It bound down)
by this Nirgita the Daityas and the Raksasas will not be
provoked, and they will not create any obstruction [of the
pecformance],

41-42.  This 15 called the Nirgita to sausfy the vanity
of the Dattyas while 1n honour of the gods 1t 1s called the
Bahyrgita.

42-44. This 1s to be played by experts m the Citravipd'
with Dhiitus” containing light and heavy strokes (akgara) and
Varnas' and Alamhdras®. It s called the Nurgita because
1n 1t thete 15 sung a combination of sounds carrying no sensc,
and to satsfy the vanity of the gods 1t 1s called the
Bahirgita™,

Gods are pleased with the Nurgita (Babsrgita),

4445- The reason behind the Nirgita 1n sts scven forms
as well as the Utchapana and the like, will now be given,

45-54. The Pratyihara pleases the Riksasas (Yatudhana)
and the Pannagas, while the Apsatasas are delighted with
t_hc Avatatana.  The Gandharvas are pleased when the
Arambha 15 petformed, and 1n the performance of the
Aravand the Dareyas take delight. The Vaktrapini pleases
the Dinavas and in the Parighattana the hoses of Raksasas

42-44 ! citrasmd—ratyoparaipaninths 43 una, a kind of omd (Ag)
suitable for being played dunag the performance of 2 drama.  Bur Ag. igneres
XXIX 120 which describes 2 Vind of this name

2 Sec XXI1X 826

* See XX1X, 822, * See XXIX, 23f,
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are [agamn] pleased. By the Samghotanz Gulisahas are
satisfied, while the Margasarita pleases the Yalsas. When
songs (gitaka) are sung the gods enjoy them, and Rudra
with his followers 15 pleased by the performance of the
Vardhamana.  Similarly in the performance of the Walking-
round (panivartana) Lokapilas (the guardians of the worlds)
are delighted, and the Moon-god is pleased with the Bene-
diction. During the singing of the Avahrsta (Dhruva) Nagas
are pleased, while Suskdvakrsta (Dhruvad) pleases the host of
Pitrs (ancestars). o the Rangadvara Vispu 1s pleased, while
the Jarjara ceremony pleases the leaders of Vighnas. On
the Cari being petformed Umid takes pleasure while m the
petformance of Mahiacici the Bhiitas arc delighted

55. So much about worshipping the derctes 1n different
parts of the Prelimmnaries begtnning with the Pratyihira and
ending-tn the [Maha] car.

56. O the best of Brahmuns, 1n course ot describing the
different parts of the Preluminaries I have named the gods
pleased by them, and mentioned [the individual] parts of 1t
in which they take dehghe.

57-58. The performance of the Prchmmartes which
means worshipping the gods, 1s praised by them (1 e. gods)
and is conducive to duty, fame and long lfe.  And this per-
formance whether with or wichout songs, Is meant for
pleasing the Dartyas and the Danavas as well as che gods (he.
denizens of the celestial region)

59. Dshall tell you [afeerwards] while discussing the
tules of Dhruvis® the characrenstics and  function of perfor-

. - 3
mances with or without songs as well as of the Vardhamana.

59 ¥ See XXXII
? Before this couplet (59) B. reads one 2ddinional sloks (B. 60) -
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The Caturafra Prelimenarses

60-63. After petforming the songs' and the Vardha-
mana,” one should sing the Utth3pani (Ralsmg) Dhruva®
which has 1n 1ts [feer of eleven syllables the first two, the
fourth, the eighth and the eleventh as long. It should be
[sung 1] the Caturasta (T3la)' and [should consist of] four
feet and four Sanmpatas® as well as three hinds of tzmpo*
and three caesura.” Besides this 1z <hould consist of four
Walking-rounds and of three Pamis,* and 1t should be 1n the
Vislohd® metre and in cthe same hind of Tala.

64 The Tala 1n question should consist consecutively
of Samya' of two Kalas, Til of two Kalds, Samyd of one
Kala and Sanmipata of three Kalis.

Eirst Welkimg-ronnd
5. Thus a Sanmipita Tala of eight Kalis shonld be
observed by the experts. And ir 15 said that a Walking-
round 1s made up of four such Sannipitas.

66  The first Walking-round 1n the Preliminartes should
be made 1n slow tempo (sthitalzys) and on the terminatton of
the third Sannipita 1t {r e the Arst parsarta) drums should
be played.

Second Walking-round

67. On the terminanon of the first Walling-round the

secondone(r e. Wallang-round) baving commenced in mediom

tempo, the Director [and the two Assistanes]' should enter
[the stage].

66-53 ? See XAl 200 ff, * See nose 4 on 12-15 before,
3‘1'11: z:r’m’ attbapans dbratF dots not otewr m the Dhruvidbydy s (XXNLY
! itc XXXt 5 % See NANL 3q. B See XNAL 5

ee XXX 486488, 5Sce AXAI 493-495 ® See XXAILL 145,
54 P CL XXAL 173.

67 * Entrance of the two Asustants 1s implied 10 thus passage. Sec below
65-55
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68-6g. The three should simultancously enter [che
stage] with bandfuls of Hower-offering. But before that
they should get themselves purified, initiated and furnished
with charms for protection {against evil spints]. They should
be clad in white, and flowers carried by them should [also]
be white, and they should be Iookmg with the Adbhuta
glance’ and be in the Vaispava Sthana® with Sausthava of
the body.

70. The two' Assistants should carry a golden putcher
and the Jarjara, and with them by his side the Director
should put forward five steps.

71. These five steps [will be] for the purpose of
worshipping Brahmi, and the manuer of putting them for-
ward will be described [below] in deail.

72. They should slowly place their two fectthree 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’ wn the manner described
above, the Director and his two Assistants (lit. others) should
pesform the Sacl Can with left foor moved first and the
tight foot afterwards,

74- Then the Ditector should offer Aowers in Brahmi's
Circle (Bribma-magdals) which is another name for the centre
of the stage where the deity is supposed to be present.

75-77- And afterwards he (r. e. che Director) should
respectfully bow to Brahma (lit. Preamaha) with Lalta

6869 1 See VIIL 48. ' See X1 5o-32.

70 1 Ogc of the Assistants is to assume the role of the Jester 1 the Three
Men’s Tale, See abave 28.29, 137-141.

? Jirpraenssee 111, 73 f.

72 ! tila—a unit of length. The dutance from the tip of the muddic
fioger o the wrist,  Sce 1il, 21 gote.
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gesture,’ and to measure the length of trme during the
salutation he should thrice touch the ground with his hand,
and his steps should be [suiably] divided. The second
Walking-round which begins with the entrance of the
Director and ends with the salutation [to Brahmi] and u<e of
gestures [rclated to 1¢]  should be petformed 1n mediem
tempo.
Third Walking-round

77-78  Nest dunng  che thied Wallmg-round the
Director should go round the Brabhma’s arcle (s ¢. the centre
of che stage), perform Acamana and whe up the Jarjara
[The manner of tating 1¢ up 15 as follows ]

7880 Rsing up quickly from [Brahmi's] Curele he
should perform the Sii 1 (it Vidha) Cin with thus foor (re.
the tight foor) pur foraard first and the Icft toot afternards.
And then he should again rasse his night foor which was
on the side and perform the Siia (Vedha)' Cari putting for-
ward the lefe foot first and the right Eact afterwards.

8083 Gomg round [the centre of the stage] the
Durcetor should call the person (4 ¢. one of the Assistancs)
who carries the golden picher' and perform ablution (Sanca)
[with water from this vessel], He should cthen perform
Acamana and sprinhle himself with water 1n due order. Thus
after petforming properly the ablution, the Dircetor should
carelully tahe up the Jarjara, the destroyer of obstacles, and
this act should be petformed along with the beginning of
the last Sannipara [of this second Walking-round).

83-84. The third Wilking round beginming with going

7577 1SeciX. 201,

78-S0 * According to Ag (I p 233) Vedba=Sics Cars
80-83 ! Seesbove 70
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round the centre of the stage (1. e. Brabma-mandals)'  and
ending with the taking up of the Jarjara should be performed
in a quick tempo.

Fourth Walking-round

84-87. Alter taking up the Jarjara to ward off evils he
should mutter [some Mantras] in cight Kalas. Then he
should perform the Siici (Vedha} Cari by putung forward
the left foot first and the rght foot afterwards, and chen,
move five steps towards the musical mstruments.  And then
again he should observe the Siici (Vedha) Cari by putting
forward the lefv foat first and the righe foot afterwards The
fourth Walking-round which begmns with  the taking up of
the Jarjara and ends with an approach to the musical 1nstru-
ments, should be made in a quck tempo.

87-88. In thus [piirvaranga of the Caturasta type]
movements of hand and feet, will occupy sixteen Kalis
while it being of the Tryasra type such movements will
occupy Twelve Kalis only.

88-8g. [The Director and the two Assistants] should
mike three salutaons by touchiag the ground, with the
hand, and before this chey are to sprinkle chemselves with
water, but in case of the Tryasra [Prehmunaries such sprunk-
ling] has not been prescribed.*

Parwartans Dbrava

89-90. In this manner they should petform the Utchi-
pana {lr, raising). Then comes the Parwvartant (Walking-
round) Dhruva which should be performed in the Caturasra
{Tala) and medium tempo and with eight Sanntparas.

83-84 1Sec I, 23-30 nate.

£8-83 ! This and the preceding (87-38) passage should propetly go after
NS 6 foc they relate to the Urthapana which should come before the Walking-
round; see 22-23 above,
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go-g1. The Dhruva (song) which has only the [ast
syllable long 1n its four feet of eleven syllables, is called the
Parivartani (Walking-round) Dheuva.

gr-gz. During the singing of this Dhruva the Director
should move leftwards in the Vacuka Marga' with gracclul
step tn accompaniment of instrymental music and should
bow to [different] detties 1n directions belonging to them.

92-93. And dunng the foot movement [mentioned
above] each step of the Ditector should consist of two
Kalis and movement 1n each direction should consist of two
Sanntpitas,

93-94. Then he would observe the St (Vedha) Car
pucting  forward the left oot first and the night foot afeer-
wards and putting the latter at a distance of two Tilas.

94 95. In this manner he should go five steps with the
Aukranta Carl,’ and bow to differenc deities 1n directions
belonging to them,

95-97. Fitst of all he should bow to the eastern ditec-
tion presided over by $akea (Indra)  Secondly he shonld bow
to the southern direction belonging to Yama, Thirdly he
should bow to the western direction ruled by Varuna.
Fourthly he should bow to the northern direction of which
Dhanada (Kuvera) 1s the protector,

97-98. Alter bowmng to these directions he should
petform the Siici Cari pucting forward the left foot first and
the right foot afterwards and begin the Walking-round.

98-99. Then with s face towards the cast the Director
should bow to Rudra ($1va), Brahmd and Upendea (Visqu)
while going forward three steps by ‘masculine’, ‘femmine’
and ‘neuter’ feet fone after another].

91-g2 I See AXXI, 491-4g2. 94-95 1See XI 29



8g PRELIMINARIES OF A PLAY v o10s

g9g9-100. The nighe foot is *mascaline’ and the lefe foot
1s ‘feminine’ while the right foot not much rased 15 called
‘neuter.’

roo-101. T8a (S1va) should be bowed to with the
masculine foor [put forward first} while in bowing to Brahma
the neuter foor [should be so put forward].

The Fourth AMan enters.

ro1-102. The Walkinground should be [fashed)
thus, and then the Fourth Man (caturtba-kara) sheuld duly
enter [the stage] with Howers [in his hands].

roz-103. And he should duly offer Piyja co the Jarjara
and to all the musical instruments (kutapa) as well as to the
Ditector.

103-104. His foor-movements during the Pija should
be made to accompany the playmng of drums, and there
should be no song sung then, but only meanngless syllables

should be chanted (stobbakryz).

Snging of the Apakrsta Dbruva

104-105. After offering the Phji the Feurth Man
(caturthr-kira) should make his exit, And then should be
sung an Apahestd Dhruva' in Caturasta (Tala) and slow
tCmPO.

105-106. This Dhruvi should abound in heavy syllables
and depend on the Sthiyi-varna® and be made up of eghe
Kal3s, and 1ts Tila should be Avapiniba.

106-107. The Apakrstd Dhruvi is a song consisting of

to2-103 ¥ See IIL 11-13.

104-105 * One of the six Linds of Dbra.&r  See XXXII, 155-160.
1e5-106 ¥ See XXIX, g,

12
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four feet of ten sy]lablcs of which the fourth, the ffth, the
seventh and cighth will be short.
Benedietion

107-108 Then the Dircetor will recite in a2 medium
rone the Benediction which should consist of cight or twelve
feer.!

108-109. (These arc the specimens of Bencdicion):,

namo’stu sarvadevebhyo
dvijanbhyah $ubham tatha |
jitam somena var fajAi
drogyam gobhya eva ca ]

Tr. Salutation to all the gods. Blessed be the twice-born class.
Let the king and the cows attain good health by his Soma-sacrifice,

10g-110. brahmotearam tathawvasey

hatz brahmadvisas rtathi |
prasastvimam mahZrijah
prthwim ca sasigarim )

Tr. Let there be an advancement of the cause of the Brahm:ns, and
let their enemies be hilled, and let the great Ling rule this earth together
with all the seas,

110-r11, rastram pravardhatim cava

ranga$ ciyam sampdhyatim |
prehsikarcur mahin dharmo
bhavaty brahmabhivitah ||
Tr, Let this state prosper, and this theatrel flourish and Iet

the producer of the theattical show attamn vistues wspired by the Vedic
knowledge.

107-108 ! For diffetent interpretanions of pads see Lévi, pp. 132133 1L
25+26. Righavabbara’s quotatton from Ag. in lus $akuntalanks (p 6) does
not accur 1 the published Abhinavabharari,

108-109 ! See Lév, p, 133,

1100111 ' According to Ag, this means the zctors and their associates,



g1 PRELIMINARIES OF A PLAY Vo8

111-112.  kavyakartur yafad cistu
dharma$ cipi pravardhatam |
ijyaya cinayi nityam
priyantam devaia it ||
Tr. Let the playwright (Iit. writer of the kZyye) attain fame, and let
his virtoe iccrease, and by this kind of sacrifice let the gods be always
pleased [with him].
112-113. After the recitation of each of such Benedie-

tory poems, the two Assistznts should loudly and distinctly
say, “Let this be s0.”
The Suskapakrsts Dbravz

113-114. The Benediction should thus be performed
duly according to the rules [mentioned above]. Then should
be sung the Suskapakrsti Dhruvd and verses praising the
Jarjara. ]

114-115. This Dhruvi should consist of nine long
syllables frst and then six short syllables followed by three
long syllables, e.g.

115-116.  digle digle jhande jhande jam

bu ka2 va Ii ta ka te te 3.
Rasgadvirs

n16-118. Alter properly petforming the Susk3pakrsta
Dhruvi, he (che Director) should recite in a loud tone one
Sloka in adoration of the defty in course of whose worship
[the dramatic performance is going o be held], and then
[2nother $loka] paying homage either to the king or to the
Brahmins should be sung.

118-319.  After reciting the Jajara Slokz in what is
called the Rangadvira (lit. entry into the Pcrformnnce) he
should _again read another Sloka in lowering the ]aqarz.

118119 1B, reads is prjsrasye sinifanim w:l G. {errimastsh), Butthese
give 0 relevant meaning,
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Cari

11g-120. And after the Jarjara has been lowered,! he
should petform 2 Cari, and the two Assistants should step
backwards.

120-121. Then the Addud Dhrunvd should be pcrformcd
with the medium tempo, Caturasra Tila and four Sannipatas.

12r-122. The Dhruva (song) which has the frst, the
fifth and the last syllables long and the temaining syllables
shote 10 all us four fect of twelie syllables, called the
Addua.

122-123, [ shall relate 1ts application according to the
procedure adopted by Mahedvara ($iva) and Umi  when per-
forming it 1n the past with [the display of] different States
and movements.

123-125. After assuming the Avahitha  Sthana
(posture),” and placing the left hand [first] with its palm
downwards on the navel and holding the Jarjara loosely on his
[other] palm,® the Director should go five steps, with his left
hand showing the Pallava gesture; and while going he should
cover one Téala at each step and move his limbs gracefully.

125-127.  Afterwards he should perform the St Ciri
by putung torward his left foor first and the right foot after-
wards. Then the Duector (hr. the expert one) should recite
a Sloka with love as its subjecr-matter. And afrer reciting
this Cari Sloka and performing the Walking-round, he should

with his face towards the front, withdraw bachwards with
steps described before.

120-121  * See below 121-123, also XXXII, 13, 388.
123-125 * Defined io XIIL 164-165.
2 Mss, read tulidbream. Borits mezning s mor clear, It s just possible

that the original reading has been changed, We therefore emend this to
talzdbriem
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Mabacari

127-128.  And after placing the Jarjara 1 the hands of
one of the Assistants, he should perform the Mahacaii in
accordance with the rules latd down below.

128-130. During this Cari the Dhruva song should be
of the Caturasta type and tn quick tempo, and 1t should have
four Sannipitas and eighe Kalis. This Dhruva song should
have feet of cleven syllables of which the Atsr, fourth, seventh,
tenth and the last are long add the remaining ones short.

136-131.  {An example of the Carurasra Dhruva):

padatalahati-patita-$ailam

Vo134

ksobhita-bhiita-samagra-samudram |
tindava-ntttam idam pralayinte
patu harasya sada suhhadiyi |}

Tr. Let the ever-pleasing Class Dance of Hara (Siva) after the
destruction of the world, whicli smashed the hills by the impact of his
feet and agitated the ocean with all creatures living 1 1t, always give
you protection.

131-132. Then he should step towards the drums
(bbandz) and afterwards perform the Siici Ciri followed by 2
change of cthe Viksepa.

132-133. Afterwards he should move his feet gracefully
with a2 quick tempo, and keeping them three Tatas apart, he
should go five steps. There agan he should perform the
Sici (Vedha) Cati with his lefr foot put forward first and the
tight one afterwards.

134-135. And with the foot movement [described
above] he should move backwards with his face towards the
fronc, and again he should go three steps forward in a simular
manner, and then he should again perform the Stici Cari with
his lefe foot put forward first and the right foot afterwards.

135-137. Then he should recite a couplet calhng up
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the Furious Sentiment while bringing bus fect together, and
then after going three steps he should call for the two Assis-
tants, and on thetr coming up, 2 Nachutaka Dhrund should
be sung. At the ume of singing this Dhruva he should
petform the Sici (Vedha) Cin by putting forward the lefe
foot frst and the righ foot afrerwards.

Three Men's Talk

137 338. Then sn case of 2 play 1n the Verbal Spyle
(bbarans vret) the Three Men’s Talh should tahe place.
During it (this Talk) the Jester should suddenly come i and
del ver a discourse consisting mostly of wrelevant words to
excrte the smule of the Dicector ?

139. [In this discourse] should be brought in some
controversial topic (uitandz) with an abrupt rematk (gands)
or an emgmaucal wteerance (ralka) [of some kind], and
questions such as who 1s [there] and who has won, lcading
to the plot of the play (. the poem)

140. In the Theee Men's Tall an Asustant talhs wih
the Jester who finds fault with hys words which are, [hon-
ever,] supported by the Director,

L:lllddlmn

141 Then the Dircetor (hie. an expert) should puc in
the Laudation and the appeal [to members of the audience],
and for the success® of the performance (irt. the stage) the
subject of the play should again be mentioned.

r42. Alter putting into pracnice all these rules, all the
three persons (1. e, the Director and the two Assistants)

137-138 1See D RN 36,

141 See Ag.on B. 30 for the meaning of siddenopsnymantrani=nddband
mantrang



9 PRELIMINARIES OF A PLAY AT
should perform the Siici (Vedha) Cari, and they should go

out together while pecforming any Cari other other than the

Aviddha one.
Tryasra Preliminaries

143-144. Thus, O Brahmins, should be petformed the
Prcliminaries of the Caturasra type; now I shall speak of that
of the Tryasra type. Its use is simtlac and its component
patts are the same; the only feature that distinguishes 1t
from the Caturasra one, is its abridged measure of Tila,

145-146.  [In it] the $amy3 should consist of two Kalds
and the Tila of one Kal3, and again the Samya 15 to consist
of one Kali and the Sannipita of two Kalds, Wuth this
kind of measurement of Kald, Tala and tempo, should be
peformed the Tryasta Preliminaries which mclude  the
Utthapana 2nd such other items.

147. The Dhruva (song) which has the fourth, che
eighth, the tenth and the last syllables long in all ats four
feer of twelve syllables, is called the Utthipani Dhruvi of
the Tryasra (type).

148. Ia the Tryasta Preliminaties an expert dancer
should abridge the instrumental music, movements [of
persons], Dhruva songs and their Tila.

149. The actions and movements [of a dancer] are o
be made of two types—claborate and abridg:d--according as
the instrumental and vocal musics are such,

150-151. It is said that each movement of hands and
feer should be of two Kalis® duration, and in any Walking-
round in the Caturasra (Preliminaries) the hands and fect
should be moved sixteen times, while ic the Tryasra
Prcliminaries they are to move only twelve times.

t51-x52. This is the measurcment of beth (. e of
hand and foot movements) in the Preliminaties. But in
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the Walking-round, the foot movement should consist of
three steps only, but in bowing to [the different] directions
in the Caturasra Prelimtnarics, onc should go five steps.

153. {But all these matters] should be performed m
the Tryasra Preliminaries according to the measure of Tila
as the master of the arc thinks fit. Hence to avoid repetition
no [elaborate] direction about the same bas been given
[hece].

154. O the best of Brahnuns, thus should be per-
formed the pure Prehmmanes of the Carurssta and the
Tryasra types, which relate toa play dcpcndmg on the Verbal
Style.

Mived Preliminarees

155. So much abour the pure Preliminaries (Caturasta and
Tryasra) which | was to describe. 1 shall now  tell you how
the producers may turn them to one of the mixed (ertra) type.

156-157. Dunng the Utthipani Dhruvd when the
Walking-ground has been decorated with flowers given by
the Fourth Man and [the stage] resounded with the well
measured loud songs of mustcal experts, dwine Dundubhss
(drums) should be played again and agan.’

158. [And 1w the mixed Prelimmaries thus begun]
cluseers of white flowers should be scattered all over {the
stage], and the Angahiras should be petformed by [dancers
dress=d as] goddesses.

159-160. The Class Dance which has been described
above with its [Pindis], Recakas, Angahiras, Nyisas and
Apanyisis should intervene the scparate feet of the Benedic-
tory poems. This rule shoull be put into practice by those
who would turn pure Preliminarices into mixed ones.

156-157 The text here scems'to be corrupt.
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161, After the ‘pure’ Preliminaries have been duly
made *mixed’, [all the dancers dressed as] goddesses should
make their exic.

162,  After the exit of all the female dancets the other
parts of the Preliminaries should be performed.

163. This is the manner in which the pure Preliminartes
should be changed into mixed ones. But in the Preliminates,
be they of any type, there should not be too much dance and
song.

16_4. If fac the beginning of a performance] songs,
music and dance continue for too long [a time] they tire out
the artistes as well as the spectators.

165. Tired [persons] can neither attan or give help n
attaining a clear impression ok the Sentiments and the States,
and because of this, the rest of the petformance (r.e. of the
play itsclf) cannot [properly] excre feclings.

166.  After performing the Preliminaries, be they Catue-
asra or Tryasra of the pure or mixed typs, the Director along
with his Assistants should make their exit from the stage.

Introduction of the play
167.  After the Preliminaries have been duly pesformed
in the manner described, the Introducer (sthipaka)® should

367 The reading prayujys in this passage 1s defective; fc—r the pomipa-
tive to this praynjya cannot be sthipska (latreducer). Dh‘an:mj:yl {c 1oth
centary) clearly says that the siitradbira (the Director) having gone out after
the Preliminaries (parvaraiige), another actor emtscs to introduce the drama
(l.2). The sameis the opinion of Saraditzaayz (c 117 s-t_250)- Sec l;“
Bh P, p.228, bnes 56, Visvanitha also expr:sscd a simuar opm_mn. See the
SD. VI 26. Hence this has been cmended. Iescems that Bha-‘:l_ cue down
the Preliminarics and made an end of the practice of gerting the play 'f"md“f'd
by the sthipaks, This assamption wall explain why Bima wrote sitradbara=
Ert3rembbab ete. (Harsacarita, Introduction, 15)

*Ag, says sitradbara eva sthipskab, £, note x above,

13




vV a5S THE NATYASASTRA 5

enrer Jthe staze], and be should resemble the Director in
cvery respeer (it 1n qualiny and form).

168, He should assame the Vaisnava Sthina (posturs)
204 have the Szoschave® of the body, and on entenng the
stmre bz shonld cohsence the foor movements which the
DL::':H: Lod oxedl

153, At thr enmance of the Introducer, the Dhrmd
sa:zid or mads suiable o the oceaston (lrr. meaning) and
rzwll be cther Caturasra or Tryasra and be 1n medium
tempo.

170. Then he should perform 1 Ciri 1n praie of gods
and Brahmins in accompaniment with the recitation of Slohas
containing sweet words and evoking various Senuments and
States.

171, Alter thus pleasing the spectators (Lt the stage)
he should announce the name of the play-wright (i, the
poet), and then he s to stzre the Prologue (prastd: anz) which
relates to proclainung the theme of the play (ht. the poem)

172-173. Then by meationmng (e, having  recourse
t0) a god n 2 divine [play], a man 10 a homan [play] and
agodora punin [a ply] where gods and men [mweer,
he} should proclaim 1n dfferent ways the subject of the play
[lix. the poem] by varously alluding to ies Opening (mmEbd)
and Sced (b?]a)

174 After introducing the play the Introducer (liz. the
Brahmm who males the introduction of the play) should go
out [of the stage]. Thus should be performed the Prelimin-
aties according 1o the rules,

175. IEany producer of 2 play will perform the Pre-

Himinaries according o the rules laid down, nothing inauspi-
—~—— T

165 1 See X1, 50.51, % Sce X1, Bgb, g1a,



99 PRELIMINARIES OF A'PLAY Vo179

cious will happen to him, and [after hts death] he will reach
the heavenly region.

176, [On the contrary] whoever produces a play 1n an
wilful wviolation of the rules [in this matter] will sustain
a great loss, and will [afcer hus death] be rehorn as a creature
of lower order.

177. Fire fanned by a strong wiad does not burn {any-
thing] so quickly as does the wrongly made production.

178. In this manner the Preliminanes of two different
extents {pramans) should be performed by the people of
Avanti, Panicala, Daksinatya and Odra tegons.

179. O Brahmins, these ate the rules regarding the
Preliminaties.  Tell me properly what other rules relatung to

the Nityaveda should be discussed now?.

Here ends Chapter V of Bharata's Natyasastra,
which treats of the Preliumnaties to the production of a play.

-—_
175 UThe porfion of tus chapuet Sollowing this cauglet is not from the
haod of the author of the N§. lts rranslation is given as an Appendix.

13} r



CharTER SN
SENTIMENTS

The sages question,

1-3. After heanng abour the rules regarding the Pre-
lLiminaries, the great sages continued their nquirtes and said
to Bharata, «*Answer five of our questions.  Explain how the
Sentiments cnumerated by experts an  dramatic art attain
their [spectal] qualities. And why ate the bhaves (Psychologr-
cal States, lit. feclings) so called, and what do they bbivayants
(mahe us feel)?. Besides these, what are the real meanings of
terms, such as, Digest (samgraba)', Memonial Verse (karskz)
and Ecymology (nirskea)'?

Bbarata answers.

4. Arthese words of the sages, Bharata conttnued speah-
ing, and mentioned mn reply to therr question the distinction
between the Sentiments and the Psychologieal States.

5-7 And then besad, <O sages, I shall eell you n
derail and 1n due order about the Digest, the Memotial Verse
and the Etymology. 1 am not able by any means to exhaust
all the topies about drama, for hnowledge,' and arts and
crafts® connected with 1t are respectively manifold and endless
in number.  And as 1t s net possible to treat exbaustively
(ht. to go to the end of) even one of these subjects which
are [vast] lLihe an ocean, there cannot be any question of
mastering them all.

8. [Hence] Ishall tell you about the Digest on Senti-
ments, Psychological States and such other matrers, which has

13 ¥ Foran d chronology of samgraba, kinka, nsrukts, sitra and
bbisys mennioned here see S K, De, Skt Poeties, Vol I, PP 288,
5-7 ! pRandm vydkarandine idstram (Ag).

* hlpim cutrapustads-karming (Ag).
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us contents cmbodied tn a small number of Sgtras but which
promotes inference [in connection with the subject].

Dagest, Memorsal Verse and Etymology defined

9. When subjects taught 1n detail have been com-
pressed and brought together 1n [a number of] Stitras and
therr Bhisyas (commentary), these constitute according to the
lcarned a Digest

1o. The Digest [of the Natyaveda treaws] the Seuu-
wents, the Psychological States, the Histriomc Representation,
the Practces (dbarmi), the Styles (ur#ts), Local Usages (pravrets),
Success (saddbs), the notes (svara), thc instrumental music
{todya). songs and the stage.

1. When a rule (e, meaning) 15 explained (b, uttered)
briefly in 2 SGtrz with 2 mmnumum (it smal]) pumber of
words, it is called the Memonal Verse winch shows the
meaning [of the rule clearly].

12-13.  Etymology 1s the defimtve meanmng which
areses 1 connexion with various nouns, 1s helped by diction-
aites (lie. vocabulanies), and the rules of grammatical snter-
pretation, includes the significance of the root 1avolved as well
3s the reasons modifying it, and is helped by vartous findings
fof Sistras], and this meaning [of 2 noun] 15 established
[mamly] from a consideration of 165 root [and prasyaya or
affix],
14. O the best of Brahmins, [the subjects included
into] the Digest which [ mentioned earher, will now be
discussed 1n derail with the necessaty Memortal Verses and

Elymo]oglcs connected with them.

—_—
1 P One addiional characterisuc of the karikd may l_’c that ': "h::]d be
geaerally eomposed in metres Iike arya ot anustup, ¢ g. the Samkbyatarka.
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Espht Sentrments

15. The aght Sentiments® recogmized in drama are as
follows. Erotic (.f'mgim), Comic ([751}'4), Pathetic (lzarm_m),
Furious (randra), Herorc (vira), Ternble (bhayinaka), Cdious
(bibbatsa) and Marvellous (adbbista)’.

16- These cight arc the Seatiments named hy Drehipa
(Brahm3). 1 shall now speah of the Durable and the
Complementary Psychological States and the Sittvika ones™

Drnrable Psychological States

17. The Durable Psychological States (sthayrbbiva)' are
known to be the following:y love, murth, sorrow, anger,
encrgy, terror, disgust and astonishment,

18-21. The thutythree Complementary Psychological
States (vyabbrcaribbiva) are known to be the following
discouragement, weakness, apprchenston, envy, intoxication,
wearness, indolence, depression, anxiery, disttaction, secollec-
tion, contentment, sh:xmc, inconstancy, joy, agitation, stupor,
arrogance, despair, 1mpatience, sleep, cp:lcpsy, dreaming,
awahening, indignavion, dissimulation, crucley, assurance,
sichness, tnsamity, death, fright and deltberation.  These ate
defined by therr names.

15 'rass—AK  Coomaraswamy 1s for transliung the word as ‘fevour’
(MG p.17)

* Later wosters on Ske poelics add one more rasa ($inta) to this number,

16 'bhava—AB  Kenh wanslates this word as ‘feeling’ or ‘emotion ’
See She. Drama, p 319 A K Coomaraswamy and others translate sz as “mood”
(fer ext)  Haas translates 1e as *State.” See DR p. 108,

17 }sthiyibbive—Keith translates the term as ‘dominant emoron’ (Skt.
Drama) and Haas 25 ‘Pesrmanent State” (DR ) and others as ‘permanent mood"
(¢ g S.K.De, Skt Poetics, Vol 1L p 26)

18-21 3 These are also known as saficarssbbave which was wanslared
as ‘transitory emotion or mood’, Sec SD
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Eighbe Sattuska States

22.  Panalysis, Perspiration, Horopilation, Change of
Veice, Trembling, Change of Colour, Weeping and Fainting
are the cight Sattvika States.”

Four kinds of Histrionsc Representation

23. Foor kinds of Histrionic Representation are Ges-
tures (Afigika)', Words (vaciks), Dresses and Make-up
(3b3rys)” and the Representation of the Sattva (sattvika) *

Two Practsces

24. Practice of Representation (dbarmi)' 1 2 dramatic
performance is twofold: realistic (lobsdbarrsi, lic. popular)
and coventional (nityadbarmi, lic. cheatrical).

Four Styles

And the Verbal (bharati), the Grand (sattvats), the Grace-

ful (Baifsk3) and ke Energeric (drabbati) are the four Styles.”

22 1 sitterke-bbiva—The word sitturke eannot be propecly translated
iat> English, Keith does not make 2ny such ausmpt {see Ske. Drama)  Haas
wiadres the sattenbabbZes as “Involuntary States” But this seems to be
v=7 misleading, for the NS, takes ssttvs to be congecred with manas (see
V11 93), 20d mest of the later writses follow this work 1a this respect.  So the
awhor of the ND. (L 153) woces  mafyd @ #eF o4 S99 'z':g{?‘«’f’d
s ; wATE T 7 T @ eouEa TET @t
The NS has zlsa 2 definjtion of r*7os which is as follows: E’-{Yc‘v‘{’é T3, AT,
(XXIV.7), The suthor of the BRP. claboratcly defines the term sstinsand
disensses the psychological process connected with s wses see (pp. 13 14)
VifrzoStha in his SD_ {164) defines ssttos as follows® §¥ AT §TAMAAR-
TEUES £EAET T

23 YFngikg~meins Gestures of spedal kind defiped In the fistra, sec
illXir,

% CEbs—means words ruieable for representation of the different States
(Btizs) esmposed by the pliywaghe, Sec XV-XXIL

¥ See XX 4 Sec XXIV.

7§ 1 fhormi—This word has pot been very corrctly msed. But the
S21amy is clear; for detsils aboat dbarms see X111 6g-81.

T qu translzres orrois as Styl:s of Procedore (DR— P- 61)' The four S‘ﬁ“
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Four Local Usages
25-26.  Avaati, Diksinity3, Odramagadhi and Paficila-
madhyami are the four Local Usages (pravrits) in a drama-

-tic performance.
Snccess

The Success® in the dramatic performance is of two
kinds:, divine (dasvski) and human {manssi).

Notes

27-29. And [musical] notes such as, Sadja, Rsabha ec.
are seven' in number, and they fall into two groups.: human
{sarira, lit. from body) 2nd instrumental {vanava, lic. from
the Vina).!

Four kinds of musscal instrnment

The musical insttuments are of four kinds:? stringed
(mta) covered (qvanaddba), solid {ghana), and hollow (susird).
Among these, the ‘stringed’ means an nstrument with
strings, the 'covered’ means a drum, the <solid’ a cymbal
and the ¢hollow’ a fAute.

Five kands of Dbruva

29-30. Songs which relate to Dhruvas are of five hinds!®

entering (pravess), casual {aksepa), going out (m:kramg):

are trans'ated by him as Eloguent (bbiarati), Grandiose (sittvasd), Gay (kasiiki)
and Horrific (Frebbati)  We follow Keiths transfation (Ske, Drams, p. 336).
For details about vrtns see XX11 17,

25-26 1 pravriti—Haas translates this word as "Local Characteristics,”
(See DR, p. 745 The five geographical pames (Avant, Daksinitya, Odra,
Magadba and Paficils) indicate that these were the parts of India where
dramatic show gained special popularity. For details about grevrity sce
XIV. 36-56,

* s1ddbr (success)——For details about the Success see XXVILL 15,

27-23 ! See XXVIII, 21, 10,

3 See XXVIIL, 3-2.

29-30 ! See XXXIL 60 A,
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pleasing (prasadika) and wntermediate (antara). And the play-
house is of three types:] oblong, square and triangular

31.  So much about the Digest on drama gving s con-
teats (lit. meaning) by a small number of Stirras (concise rules)
[ shall now speak about contents of the SGua-work.

Sentsments explaned

In that connevion [ shall first of all etplan the Senu-
ments (rass).  No [poetic] meaning proceeds [from  sprech]
withour [any hind of] Sentiment. Now the Sentyment 15
produced (rasa-nispattsh) from a combination (samyoga)” of
Determinants (u:bbEm), Conszquents {anubbava) and Comple-
mentay Psychological States (vyibbicars-bbivt). s there any
instance [parallel to 1c}.  [Yes], 1t 1s sard that, as taste (rasa)
tesules from a combination of various spices, segetables and
other articles, and as six tastes are produced by articles such
25, raw segar or spices or vegetables, so the Durable Psycho-
logrcal States (stbay;bbivs), when they come together with
vatious other Psy chological States, attain the quality of a Sentt-
ment (r e. become Sentument), Now ene enquirss, *What 1s
the meaning of the word rasa”™? It 1s sad 10 reply [that rasa
is so called] because it 1s capable of being tasted (dsvidyate).
How 15 1454 tasted? [In reply] e 1s sad that qust as well-
disposed persons while eating food coohed with man
spice, enjoy (dsvadayants) its tastes, and atean pleasure and
satisfaction, so the culcured people taste the Durable Psycho
logical States while they sce them reptesented by an expreasion
of the various Psychological States with Words, Gestures and

y hinds of

—_——

3 The N§ nowhere explains the terms aspath and
0 24 does not welude the stbaysbbizs m it (the def
of rze2 has come to be 1aterprered differently in later tmes
(Bhat) Nayaka and Abhunavagopea

saryoga of this debor-
) Henee the theoty
by Lollat, $aukuka,
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the Sattva, and derive pleasure and satisfaction. Thus is
evplamed [the Memorial Verse ending with] tzsman napyeresi
st.* Fot in tHis connexton there are two tradstional coupletsi
32-33. Just as connomseur of coohed food (bbzkts)
while eating food which has been prepared from +arious spices
and other articles taste 1t, so the learned prople taste in  their
heart (manas) the Durable Psychological States {such as Jove,
sorrow etc ) when they are represented by an cxpressien of
the Psychological States with Gestures.  Hence these Durable
Psychologucal States 1n a drama are called Senuments.”

Relatson between Sentsments and P.f)cbalaglcd States.

*Now one enquires, ‘Do the Psychological States come
out of the Sentiments or the Sentiments come out of the
Psychological States?’s  On this point. some are of opinton
that they arise from their mutual contace, Bur thes 1s not so.
L\\[hy?

It 1s apparent that the Sentiments anse from the
Psychological States 2nd not the Psychological States from the
Senuments. For [on this pomt] there are [tradiional]
couplets such as-)

34-35. The Psychological States are so called by expers
1y drama, for they mahe one feel (bba:ayants) the Sentiments
10 connexion with various modes of dramatic reptesentation.
Just as by many arucles of vatious Linds, auxihary coohed
eatable (vyafjana)' 15 broughe forth, so the Psychological Stares

1 See below 33-34

32-33 ! For a discussion on Bhatan’s theory of ress sec Sht,  Poetiss, Vol
1L pp. 25 H.

* The reading of this passage seems to be confased,

If 1t 15 really 2o insrance of textual cortupmon 1t may be sud to have beea
sancufied by time; for Bhoja who refuted Bharara®s view on bbares giriag rise
to rases, rehied on this text. CF, V. Raghavan, $r. Pr, p- 26.

3435 According to Indizn practice. boiled rer is the principle food
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dlong with dlEerent kinds of Histrionic Representation will
cause the Sentiments to be felt.

36. There can be no Sentiment prior to (he. withour)
the Psychological States, and no Psycholagical States without
the Sentiments [following it], and during the Histriomc
Representation they result from their interaction

37- Just as a combination of auxiliary cooked eatables
{vy+#fina) and rice, imparts good taste to the feod [in
tatality], so the Psychological States and the Sentyments cause
one another to manifest themselves (bbavayants).

38. TJust as a tree grows from a sced, and fowers and
fruits from a tree, to the Sentuments are the source (lir root)
of all the Psychological States, and lihewise the Psychological
States exist [as the source of all the Sentiments]

Esghbt Sentiments from four onginal ones

Now we shall describe the origm, colours, [presiding]
deittes, and examples of these Sentiments. Sources of these
[eight] Sentiments are the four [original] Sentiments e. g-
Erotic, Futious, Heroic and Odtous."

39.- The Comic [Sentiment] anses from the Erotic, the
Pathetic from the Furious, the Marvellous from the Herorc,
and the Terrible from the Odious. N

40-41. A mimicry of the Erotic [Sentiment] 1s called
the Comic,? and the result of the Furions Sentiment 15 the
Pathetic, the result of the Heroic Senumznt is called the
Marvelloys, and thar which is Odious to sec, tesults in the
Ternble,

—_——
(4), 2nd 11 various preparations from
xzcy earbles (vyaipra).
38 * Blofs erinicises this view of
Pamacwamy Saser, Bh. P. Intoduetion p. 28; 2lso V. Raghavas,
441 % An cxample of this is the Prahasana.

veoztables, mear and fish are only

the zathor of the NS, i1 kis $z. Pr. Sec
§c Pr. 27.
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! Thus have been drscribzd th- ongin, colours and  deiuies
of tnegz [Sentunent.],  Now we shall explan the Determi-
napts, th~ C/)n"'qu*n!s, the Compl:mtntary PS)chofoglcal
States, their combinztion, defimtion and examples

Ve shell now cnumerate che Durable  Psychologteal
States 10 difers ne Senuments

The Lrotsc Sentiment

Of thee, the Lrotic (Srngira) Sentiment procceds from
the Duralle Psychological State of love (rats}, and 1t has as
it haus (i soul) a bersght atture, for whatever i ths world
wwhite pute, bughe and beausiful s appreciated 10 terms of
th Pugable Psychological State of love, For example, one
whu 4s tlepantly dressed 1s called a lovely person (frngarin)
Just g persons are numed, afeer the profession of their father,
mothicr o [umly in accordance with che traditional authortty,
so the Sentiments, the Psychological States and ocher objects
tonnected wich deumn are given names in putsuance of the
pricice and the caditional autherity, Henee the Erotic
Sentiment s been so named on account of its usually
bemg assoqred wich a brighe 2nd elegane attire It owes 1ts
onpan 10 men and women and relates to the fulness of youth.
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It has two basest union and separation. OF these two,
the Frotic Sentiment in unton attses from Determinants like
the pleasures of the season, the enjoyment of garlands,
ungueals, ornaments, [the company of] beloved  persons,
ohjects [of senses], splendid mansions, gomng to a garden,
and enjoying [oneself] there, secing [the beloved one],
bearing [his or her words], playing and dallying [with him
orher]. It should be represented on the stage by Con-
sequents  such as clever movement of eyes, eyebrows, glances,
soft and delicate movement of limbs, and sweer words and
stmilar other things  Complimentary Psychological Srates 1n
1t do not include fear, indolence, cruelty and disgust.  [The
Erotic Sentiment] in separatton should be represented on the
stageby Consequents such s, indifference, langour, fear,
jetlousy, fatigue anxiety, yearming, drowsiness, sleep, drear-
ing, awzkentng, illness, insanity, epilepsy, mactovity, fainting,
death and other conditions.

Now it has been asked, «If the Erotic Sentiment has
fts origin in love, why does it [sometimes] mantfest itself
throngh pathetic conditions?”  [In reply to this] it is sard,
“It has been mentioned before that the Erotic Sentiment has
its basis in union as well as i separation. Authorities on
ars amatorsz (vasiikaiastra) have mentionsd ten condxti.ons [of
the persons separated from their beloved ones, which are
pathetic].  We shall discuss them in the chapter on the‘ Har-
monious Histrionic chrcsentation.’ The Pathetic Senniment
telates to a condijtion of despair owing to the affliction under
acutse, separation from dear ones, loss of wealth, dmth‘ or
aptivity, while the Frotc Sentment based on N paratiod
telates to a condition of reraining opllmis

m ansing out of
—_—
! See XX1V,
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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 Erouc is generally happy,
connected with desired objects, enjoyment of seasons, garlands
and similar other things, and it relates to [che unton of] man
and woman.

There are besides two Aryis felated to the preceding
Sttra:

47-48. The Erotic Senument atises in connexion with
favourable teasons, garlands, ornaments, cojoyment 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 composutc of the eyes and the face,
sweet and smiling words, saustacuon and dehght, and
graceful movements of limbs,

. The Comsc Sentument

Now the Comic (basya) has as its basts the Durable Psycho-
logical Scate of laughter. This is created by Determinants
such as, showing wnseemly dress or ormament, impudence,
greediness, quarrel, defective limb, use of irrelevant words,
mentioning of different faults, and similar other things. This
(the Comic Sentiment) is t be represented on the stage
by Consequents like the throbbing of the lips, tHe nose
and the cheek, opening the eyes wide or contractng
them, perspiration, colour of the face, and taking hold
of the sides. Complementary Psychological States in 1t
are indolence, dissimulation, drowsiness, sleep,  dreaming,
insomnia, envy and the hke. This (Sentiment), is of two
kindszself-centced and centred in others.  When 2 person
himself Jaughs, it relates to the self-centred (Comic Sents-
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ment), but when he makes others laugh, it (the Comie
Sentiments therein) is centred in othets,

There are two traditional Eryis here

49. As one laughs with an exhibition of oddly placed
erpaments, uncouth behaviour, words and dress and strange
movements of fimbs, it is called the Comic Sentiment.

50. As this makes [other] persons laugh by means of
ks uncouth belaviour, words, movement of the hmbs 2ad
strange dress, it is hoowan as the Comic Sentiment,

51.  This Sentiment is mostly to be sesn m women and
rizn of the inferior type, and 1t has six vaneties of which
Lshall speak presently.

53. They arag Shght Smie (smits), Smile (hasita),
Gentls Laughter (usbasita), Laughter of Redicule (wpabasta),
VulgarLanghter (apabassta) and Excessive Laughter (stibasita)
Tro by two they belong respectnvely to the superor, the
muddling and the inferior types fof persons].

In persons of the superor type

53. To persons of the superior type belong thie Shghe
Smile and the Smile, to those of the middiing type the
Gentls Laughter z;:xd the Laughter of Ridicule, and to those
of the inferior type the Vulgar Laughter and the Excessive
Laughter.

There ate $lobas on this subjects3

54. The Slight Smile (smta) of the people of the
Stperior type should be charactenized by slightly bluwn_ cheehs
10d elegant glances, and 1 1t teeth are not be made visible.

55. Thew Smule (bssita) should be distingmshed by
E’k’ﬂﬂiling eyes, face and cheels, and 1 1t teeth should
b- shghly visible.

In persons of the middling type

56. The Gentle Laughter (wb.mz:) should have slight
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<ound, and sweeness, and should be sumtable 1o the occasion,
and i it cyes and checks should b= conmracted 2nd the
face joy ful.

57. During the Laughrer of Ridicule (#pabants) the
nose should be expanded, eyes should be squntng. and
the shoulder and the head should be bent.

In persons of the infercor type

58. The laughter on occasions not surtable to i, the
laughter wath tears w one’s cyes, or with the shoulder and
the head viokently shaling 15 called the Vulgar Lavghter
{epabasita).

59  The Eacessive Laughter (atshastsa) 1s that o which
the eyes are expandzd and rearful sound 1s loud and excessive,
and the sides are covered by hands.

60 Comie situazons which may anse in the course of
a play, for peesons of the supenor, muddhing or mfenor type
are thas to be given expression to.

61. This Comic Sentument 1s of two hindsz self-centred
and centred 1n orthers, and 1t relates to the three types of
persons } superor, tmddlmg and anfenor, and has thus [on
the whole] six varicnes

Tbe Pathetsc Sentsment

Now the Pathetic (kzruns) Sentiment arises from the
Dutable Psychological Statz of sorron. It grows from Deter-
munants such as affliction under a curse, separagion from dear
ones, loss of wealth, death, captivity, flight 2ccdents
or any other misfortune. This is to be represented on
the stage by means of Consequents such as, shedding rears,
lamentation, dryness of the month, change of colour,
drooping limbs, being out of breath, loss of memory and the
Like. Complimentary Psychological States connected with it
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are indifference, langour, anxi-ty, yearning, excrtement
delusion, famting, sadness, dejection, illness, inactrviey,
insanity, epilepsy, Ffear, indolence, death, paralysis, tremor,
change of colour. weeping, loss of vorce and the like.

Og this paint there are two Aryas:

62. The Pathetic Sentiment arises from seeing the
death of a beloved person, or from heating something very
uapleasant, and these are its Determinants.

63. This is o be represented on the stage by Conse-
quents like weeping loudly, fainting, lameating and bewail-

ing, exerting the body or striking 1t

The Furious Sentiment

Now the Furious (randra) Sentiment has as 1ts basis the
Durable Psychalogical State of anger. It owes 1ts angin to
to Riksasas, Dinavas and haughty men, and is caused by
fights. This is created by Determmnants, such as anger,

2, shuse, insult, untrue allegation, exorcizing, threatentng,
revengefulness, jealousy and the lihe.  Its actions are bearting,
l’f&'&ing, crushing, fighting, drawing of blocd, and sumifar
other deeds, This is to be represented on cthe stage by
mezns of Consequents, such as red eyes, knitting of eye-
brows, defiance, biting of the lips, movement of the cheeks,
Pf?—SSI'ﬂg one hand with the other, and the hike. Comple-
mentery Psychological States in it arc presence of mind,
determipation, energy,  indignation, restlessness,  Fury,
Perspitation, trembling, hotripilation, choking voice and the
like,

Now one enquires, **Is it to be assumed from the [:lbovc]
statement about Rahsasas that they only give rise © the
Futious Sentiment, znd that this Sentiment dees not rclate
to others?” [Reply]- «Np, in case of others roc, this

PR
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Scntiment may arise. [But in case of Ralgasas] itis to be
understood as their special function. They are naturdly
furious, for they have many arms, many mouths, staoding
and unkempt hairs of brown colour, and prodigious physical
frame of black complexion.  Wharever they arrempr, be it
their speech, movement of limbs or any other cfort, s by
natute futdous. Even i ther love-making they are violene?
It is to be eastly inferred that persons who wmnitate them give
fise 1o the Furious Senument from therr fights and bartles.

On these ponts there are two Aryas;

64. The Fumous Sentument s created by smiking,
cutting, mutlation and prerang 1n ﬁghts, aod tumole of the
battle and the lihe.

65. It should be represenrtd on the stage by specsl
acts, such as the telease of many mussiles, cutung off the head,
the trank and the arms,

66. Such 1s the Funous Senument viewed [by experes],
it 1s full of conflict of arms, and in 1t words, movemient and
deeds are ternble and feacful,

Tbe Heroc Sentiment

Now the Heroic (virs) Sentiment, relates to the superior
type of persons and has energy as its basis.  This is created
by Determinants, such as presence of mind, perseverance,
dlplomacy, disapline, miluary strength, aggressiveness, repu-
ution of might, influence and the like. It is to be repre-
sented on the stage by Consequents, such as firmness, patience,
heroism, chariry, diplomacy and the Eke. Complementary
Psychological States in it are contentment, judgemeat, pride,

* Ct, Bhandlavya, VIIL o5,
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agitation, energy (vege). determinatn of purpose, 1ndignatien,
remembrance, horripilation and the hhe. There are two
Anyas [on these points] :f

67. The Heroic Sentiment anses from energy, perseve-
rance., optimism, absence of surprse, and preseace of mind
and [such other] specital conditiens [of the spir].

68. This Heroic Sentiment 1s to be properly represented
on the stage by firmness, patience, heroism, pude, energy,
aggressiveness, influence and censuring words.

The Ternble Sentrment

Now the Ternble (bbayinaks) Senument has as s
basts the Durable Psychological State of fear  This 1s creaced
by Determinants like hideous norse, sight of ghosts, panic
and anxiety due to [untimely ey of] jachals and owls,’
staying in an empty house or forest, sight of death or
capitivity of dear ones, or news of 1r, or discussion about 1t.
It is to be represented on the stage by Consequents, such as
:r:mblmg of the hands and the feet, hompilation, change
of colour and loss of voice. Its Complementary Psychological
States are paralyss, P::spimtion, choking voice, hornptlation,
tembling, 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 Arydsd

69 The Ternble Senument is created by hudeous noise,
sight of ghosts, bartle, entering an cmpty house or forest

offending one’s superiors or the hung.

70. Termor is charactenized by looseness o :11“
limbs, the mouth and the eyes, paralysis of the :‘};xg s,
looking around with uneasiness, drynes of the droop-

68 These were considered om=ns of umpending calzmiry.
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ing mouth, palpitation of the heare and horripilation.

71, This is [the character of] natutal fear; the acrifici-
ally shown fear also should be represented by these condutions.
But in case of the feigned fear all efforss for its representation
should be milder

72. This Ternble Sentimene should be always repre-
sented by tremor of hands and feer, paralysis, shaking of the
body, palpiation of the heart, dryness of the lips, the
mouth, the palate and the throar.

The Odious Sentiment

Now the Odious (fibhatsa) Sentiment has as sts basis the
Durable Psychological State of disgust. It s created by
Determinants hke heanng of unpleasant, offensive, impurs
and harmbul chings or seeng them or discussing them 1t
is to be represcored on the stage by Consequents, such as
stopping movement of all the imbs, narrowing down of
the mouth, vomucting, spitting, shaking the Itmbs fin disgust]
and the like. Complementary Psychological States 1 it
are epileptic fir, delusion, agitavon, fainung, sickness,
death and the like On these pormnts there are o tradi-
tional Aryis:

73. The Odious Sentiment anses in many ways from
disgusung  sight, tastes, smell, touch and sound which canse
uneasiness.

74 This 15 to be represented on the stage by narrow-
ing down the mouth and rhe eyes, covering the nose, bending
down the head and walking mmperceptibly,

The Marvellons Sentiment

'The Matvellous (adbhreta) Sentiment has as its basis the
Durable Psychological State of sstontshment. It 1s created
by Determinants, such as sight of heavenly beings ot events,
attanment of desired objects, entry into a superior mansion,
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temple, audience hall (s2bb3), and seven-storied palace and
[secing] illusory and magical acts. It 15 to be represented
on the stage by Conscqucnrs, such as wide opening of eyes,
looking  with fixed gaze, hormipilation, tears [of joyl.
perspiration, joy, uttering words of approbation, making gifts,
caymg incessantly bz, b3, bz, waving the end of dbor: or
sari, and movement of fingers and the like. Complementary
Psychological States in it are weeping, paralysts, perspication
chobing vorce, horripilation, aguatton, huwry, macuvicy,
death 2nd the like.

On this point there are two traditional Aryis:

75. The Marvellous Sentiment 15 that which anises
from words, chatacter, deed 2nd personal beauty.

76. This is to be represented on the stage by a gesture
of feeling [sweet] smell, joyful shaking of limbs, and uttering
b3, b3, b7 sounds, speaking words of approbation, tremor,

choking voice, perspiration and the like.

Tbhree kinds of the Erotic, the Comsc and the
Terrible Sentiment

77. The Erotic Sentiment is of thrce kinds, viz, of
words, dress and action. And the Comic and the Ternble
Seauments are likewise of three kinds, viz, of limbs, dress
and words.

Three kinds, of the Pathetic Nentiment

78.  The Pathetic Sentiment 1s of theee kinds, viz that
arising from obstruction of lawful deeds, from loss of wealth
and from bereavement.

Three kinds of the Heroww Sentiment

79. The Heroic Sentiment 15 Iikewise of thrftc kmd,S.
viz. thae arfsing  from making gifts, from fulfilling one’s
duty (dharma) and from fghting [one’s enemy]-
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Three kinds of the Terrsble Sentiment
80. The Ternble Scnument is also of cthree kinds, viz
feigned fear, fear from a wrong action, and fear from an
apprehension of danger.
Tbhree kinds of the Odions Sentiment
81. The Odious Senument s of three kind, iz,
nauseatng, sunple, and exciting. Of these, the Sentiment
from 2 sight of stool and worms 1s nauseatng, and the sighe
of blood and similar objects s exaiting.
Three kinds of the Marvellous Sentsment
82. The Marvellous Senument 15 of two kinds, vix.
celestial and joyous. Of these the celestial s due to seeing
heavenly sights, and the joys due to joyful happenings.
83. These are cight Senuments and their dchnirions,
I shall hereafeer speak of the charactenstics of the Psycho-
logical States.

Here ends Chapter VI of Bharata's Nartyastra,
which treats of Sentiments,



CuAPTER SEVEN

EMOTIONAL AND OTHER STATES

Bbzvas (Psychologrcal States) explamed

o. Now I shall speak of the bbavas (Psychological
States, lit. fealings). An anquiry in this connexton ts, “Why
are the bbdvas so called?, Is it because they bbavayants
(pervade) and are hence called bbavas?™ Itis sad i reply
that bbavas are so called, because through Words, Gestures
and Represencation of the Sateva they bhdvayants (infuse)
the meaning of the play [into the spectators]. Bhavs 1s an
‘nstrument,” of causation; for words, such as bbavsta, vasita
ad ksta are synonymous.  An expression like, ‘O, all these
things are bbivits (pervaded) by one anothet’s smell or mots-
tened by one another’s juice,’ is current cven amongst the
wmmon people. Hence the root bbavays means ‘to cause
to pervade.”  On this poinc chere are the following Slohasz

1. When the meantngs presented by Detecminants and
Cansequents are made to pervade (gamayte) [the heart of the
spectators] they are called bhavas.

2. Asin these, the tnner 1dea of the playwright 1s made
© pervade [the mind of the spectators] by means of Words,
Gestures, colout of the face and Representation of the Sattva,
they are called bhavas. . )

3. As they cause the Seatiments relating to various kinds
of Histrionic Representation to pervade [the heare of spectators},
they ate called bbava (States) by those who produce a drama.

Vibhivas (Determinants) exploned

“Now, why is the word vibhava psed?.”  [Answerli
“The word wibbdva is used for the sake of clear hnowledge
It is synonymous with kérana, nmitta and betu. As Wt_:rds.
Gestures and R:prcscntation of the Sattva ate wb.b“y"
(dttcrmincd) by this, it is called vibbiva (Dctcrmmant).
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Vibhamta [also] means the same thing as vyifita (clearly
Lnown). On this point there is a Slokaz,

4. As many things are vsbbFvyate (decermined) by this
through Words, Gestures and the Representation of the
Sattva, it is named vibbiva (Determinant).

Anubbivas (Conseqnents) explaned

“Now, why 1s the word anubbiva used?” (Answer)
“Because this anwbbivayats [che spectators]  (r.e. make them
feel afrerwards) [che effect of] the Histrionic Representation
by means of Words, Gestures and the Sattva, it 1s called
anubbava (Consequent). QOn thus point there 1s a Sloka;

5. Asn it the play (Iie. meaning) is anubbivyate (made
to be felt) by means of Words and Gestures, it is called
enubbiva, and it relates to words as well as to [gestures and
movements of] major and minor limbs.

Now we have explained that the Psychological Siates are
related to Determinants and Consequents.  Thus ate Psycho-
logrcal States created  Hence we shall discuss the definitions
and examples of the Psychological States together with their
Determinants and Consequents  OF these, the Determinants
and the Consequents are well-known among the people. They
being connected with the human nature, their definitions are
not discussed. This 1s for avarding 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 human nature and with
the ways of the world,

Now the the Durable Psychological States are
eight in pumber. The Camplementary  Psychological
States  ate  cthirtythtee and  the Sirtvika States are
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aght 1a number. These are the three varieties of the
Ps)chological States. Hence we are to understand that there
are fortynine Psychogxc:xl States capable of drawing out the
S:ptunent from the play, The Sentments ansc from them
when they are imbued with the quality of unpversaliey
(siminys, Lt. commonness). On this pownt there is a
Sloka:,

7. The Psychological State proceeding from the thing
whch 1s congenial to the heart, 1s the soutce of the Sents-
ment and 1t pervades the body just as fire spreads over dry
wood.

Durable and otber Psychological States

Itis sard 1n this connexiond “If the fortynine Psycho-
logical Srates being represented by Dercrminants acd Conse-
queats coming into concact with one anocher become Senti-
mets when they are imbued with the quality of unversality,
how is it that Durable Psychological States only are changed
mro Sentiments [and not others]h  [In reply to chis]  itis
s1d* “Just as among persons having same characteristies and
similar hands, fect and  belly and celebrity, some due to theit
birth, manners, learping and skill in acts and crafts, atsin
L'"SSh!p. while othees endowed with an infertor intellect
become cheie attendants, in a  similar manner, Deter-

nd Complementary PS)chologtc:lI
le Psychulogxcal States.
Durable PS)cholog:c:I
Ps)cholchcal States
Le sheter with

due to supettor
are the

minants, Consequents 2
States become dependeut on the Durab
Beng the shelter [of others] the

States become masters.  Similatly other
(b feelings) reduced to subordination ta
them (1.e. the Durable Psychological States)
merit [of the latter]. Those becomung thew reunue
Qmplcmcntaly. PS)chologlcaI States.  *Is therc any parallel

16z
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instance?” [Answer.] *‘Just as only a king surrounded
by numerous attendants recetves this epither and not any
other man be hc ever so grear, so the Durable Psychological
States only followed by Determinants, Consequents and
Compllmcntary Psychological States, recene the name of
Senumeat. [On the pomt] chere 15 2 traditional Slokas;

8. Justasaking 15 superior to other men, and the
precepror 1s superior to his disciples, so the Durable Psycho-
logical States are superior to the other DPsychological States.

Durable Psychological States

Characteristics of these which are Lnown as the Senti-
ments have been menticned before.  Now we shall discuss
the matks of the Psychologieal States common to them,
Fist of all we shall rake up [the case of] the Durable
Psychological States.

Love

Love (rats) which has pleasure as its bass, 15 caused by
Determinants lthe scasons, gatlands, ungueat, ornaments,
dear ones, enjoyment of a superior residential house, and
absence of opposition [from any one]. It 1s to be represented
on the stage by Conscquents such as a smiling face, sweet
words, motient of eyebrows, and glances and the [ike.

There is a Sloka [on this point]s

g. Love arises from the attainment of desired objects
Because of us agreeablencss, 1tis ro be represented on the
stage by sweet words accompanied by [suizable] gestures and
movements of limbs.,

Laugbttr

Now, Laughter (bdsya} 1s caused by Determinants such as
mimicty of others’ actions, incoherent talk, obtrusiveness,
foolishness and che like. It 15 to be represented on the stage
by means of Smile and the like.
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On this point there is a traditional Sloka

to. Laughter arises from a mimicry of other people’s
actions, It is to be represented on the stage by the learned
with Smile, Laughter and Excessive Laughter,

Sorrow

Sotrow (foka) is caused by Determinants such as death of
the befoved one, loss of wealth, expenence of sorrow due to
any one’s murder or captivity and the Itke. It 15 to be
tepresented on the stage by Consequents such as shedding
teats, lamentation, bewailing, change of colour, loss of voice,
looseness of limbs, falling on the ground, crying, deep breath-
ing, paralysis, insanity, death and the like. Weeping here
{ie.in a play) 1s of threc kindss [weeping] of joy, [weeptng]
of afffiction and [weeping] due to jealousy. On these pomts
thete ate traditional Aryas-]

11.  Weeping in which the cheeks are blooming i joy,
the body 1s horriptlating, there are words of remembrance,
and tears are not concealed, is called weeping of joy.

12.  Weeping in which there is a loud sound, coptous
!hcddmg of tears, uncasiness of the body, want of steady
movements and efforts, lamentation after falling on the
ground, and rolling on the earth, is called weeping duc to
afiliction,

13. Loud weeping of women in which the lips and the
cheels are chrobbing and the head 15 shaking, the cycbrows
and the glances are moving 10 anger, is called weeping due o
]c:l]ousy .

14. Sorrow relates to women, persons of the ferior

type, and 1¢ has its origin 10 affliction [of any kind]. With
and the muddling types

relation to it, persons of the superior .
d those of the nferior

are distinguished by their paticnce 20

type by their weeping.
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Anger

Anger (krodba) is caused by Determinants such as inso-

lence, abusive language, quarrel, altercation, opposing [persons

or objects] and the like. It is to be represented on the stage

by Consequents such as swollen nose, upturned eyes, bitten
lips, throbbing clieeks and the like.

15. Anger is of five kinds, vz, anger caused by ene-
mies, supezior persons, lovers, servants, and feignc:l anger.

On this point tHere are traditional Aryas:,

16. One should sHow anger against control by the enemy
with hnnting of eyebrows, Rerce look, bitten lips, hands
clasping each other, and with threatening  arms, shoulder and
chest.

17. One should show anger agamst control by superiors
with shightly downcast eyes, wiping off shight perspiration
and not expressing any violent movement.

18. One should show one’s anger to the beloved woman
by a very shght movement [of the body], by shedding teats,
and knitting  eyebrows and with  sidelong glances, and
throbbing lips.

19. Angertoone’s scrvants should be represented on
the stage by means of threat, rebuke, dilated eyes and by
casting angry looks of various kind.

20. Anger which is shown with a view to the realiza-
uon of an ulterior motive and which mostly betrays marks of

eflore, is called feigned anger, and it relates o (lir. moves
between) two Sentiments.

Energy

Energy (stszba) relates to persons of the superior type.
Itis caused by Determmants such as absence of sadness,
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power, patience, heroism and the like, It is to be tzprasented
on the stage by Consequents such as steadiness, munificence,
boldness in an _undertsking, and the Itke. Onthis pont
there is 2 Sloka:

2r. Energy which has effort as its basis and whichi grows
out of alertaess and such other qualities, should be zepresented
on the stage by acts of vigilance and the like.

Fear

Fear (bbays) relates to women and persons of the infeior
type. It is caused by Determinants such as acts offending
cne’s superiots and the king, roaming in 2 forest, secing an
elephant and a snake, staying in an empty House, rebuke
(from one's superiors], a dark rainy nighlr, hearing the Hooting
of owls and the cry of animals that go out at nighe, and the
like. Tcistobe representzd on the stage by Consequents
suck as, trembling hands and feet, palpiration of the hearr,
parzlysis, dryness of the mouth, licking the lips, perspiration,
tremar, apprehenstan [of danger], secking safety, running
away, loud aying and the like. On chis pownt there are
Slokas:,

22.  Fear arises from an cmbarassment duc to offending
one’s supertors and the king, seeing terrible objects 2nd hear-
ing awful things.

23. Thisisto be represented with tremor of the limbs,
panic, drying up of the mouth, hurried movement, widely
opened eyes and such otker gestures and actions.

24. Fear in men arising from terrifying  objects should
be tepresented cn tha stage by actoss (lic. dancers) with slack-
cned limbs and suspended mavement of the eyes.
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There is also an Arya on this pointf:

25. This {fear) should be represented on the stage with
tremot of hands and feer, and palpitation of the hearr, para-
lysis, licking the lips, drying up of the mouth, loosened limbs
and sinking (visanna) body.

Disgust

Disgust (jugup<a) relates to women aiid persons of the
infetior type. lt1s caused by Deternmnants such as hearing
and seeing unpleasant things, and the like. It 15 to be repre-
sented on the stage by Consequents such as, contracting all
the limbs, spitung, narrowing down of the mouth, heart-ache
and the like.  On this pomnt there 15 a Sloka,

26. Disgust 1s ro be represented on the stage by covering
the nose, contracting all the limbs, [general] uneasiness and
hearc-ache.

Astomisbment

Astonushment (vrsmaya) 1s created by Determinants such
as 1llusion, magie, extraordinacy feats of men, great excellence
i panting, art-worhs in parchment and the like. It 15 10 be
r.presented on the stage by Consequents such as wide upen-
ing of the eyes, looking without wml-.mg of the eyes, [much]
movement of the cyebrows, hornpilation, moving the head
to and fro, the cry of “well done,” “well done,” and the
Iike. On this pomnt there is a Sloha;,

27. Astonishment artising from joy due to extraordinary
acts should be represented by means such as joy, tears, faint-
mg and the hke.

Complementary Psychological States
Durable Psychological States are to be known as des-
cribed here. We shall now explain the Complementary
Psychological States. «“Why are these called vyabbicirmah?™



1y EVOTIONAL AND OTHER STATES

[In answer] it is said that 2 and abbs arc prefixe 1=
r.ot cors means ‘to go, ‘to move.,  Hence the wor. . j4v0i-
canrsh means ‘these that move mn relatron to Senuments
towar-ds differenc [Linds of objects.]”  *Move 1’ 1mphes
curying. It is questioned, “How do they carey 27° In answer 1«
1s sud, ©Ic is 2 populsr convention to say like this, jusc as the
peaple sty, «The sua cames this pabsairs (star) or that day ™
Ic does not, however, mean thar these are cartied on arms or
shauiders. But this is =z popular belief. Just as the sun
carries this star, so 1s to be understood that the Com-
glementary Psychological States [aarry the Semtrments].
These Complemenury Psychological States as mennoned
the Digest are thirtytheee m number. We shall describe
th=m now.
Despordency

Despondency (rireeds) 1s caused by Diterminants such s,
being teduced to posverty, gettng insulted, abuswve language,
anger, beating, loss of beloved parsane, and the knowledge of
the alumate (lie. essential) ik and the bke, Ieas to be
represented oo the stage by Determmnants such as weeping,
sizhing, dep brearhing. dehiberation and the like, on the pare
of women, 218 of parsans of the mferter type

Oa this poiat there 1s 2 Slota:

28 Despondency grows cut of beinz refuced to poverty,
and loss of dear ones, and 1t 15 £ be repres:m:cd en the stage
by dcliberation and deep breathing.

Oa this poiat there are two traditional Aryass

2g. Despondency anses from lass of dear ones, poverty,
diszase, eavy from seztog the prospency of others.

30. A d.xponc!»nt man has the eyes bathed 1a fearn,
face and ey=s miserable due 2 heavy br:z:hm,, aud ke 1s L=
2 yogt absached in meditation.,
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Weakness

Weakness (glinr) proceeds from Determinants such as,
vomitting, purgation, sickness, penance, austenties, fasting,
mental worry, too much drmking, sexuval indulgence, too
much exercise, walking 2 long way, hunger, thirst, sleep-
lessness and the [ihe. It 15 to be represented on the stage by
Consequents such as a weak voice, lustreless eyes, pale face,
slow gait, want of encrgy, thinness of the body, change of
colour and the like.

On this point there are two Aryisu

31. Weahness grows out of vomittng, purgation and
sickness, penance, and old age. It is to be reprcsented on the
stage by thioness of the body, slow gatc and wremor [of che
limbs].

32. Weakness 15 to be represented on the stage bya
very weak voice, weakness of the eyesight, poor gatt, constant
slackness of the limbs.

Apprebension

Apptehension ($ankz) has doubt as its basis, and 1t relates
to women and persons of the inferior type. leis caused by
Determinants such as thelt, giving offence to the king and
the ihe. It s to be represented on the stage by Consequents
such as constantly leoking on, hesitating movement (qvakun-
thana), dryness of the mouth, licking the lips, change of
facial colour, teemor, dry lips, loss of voice and the like,

There 1s Sloka on these pointsg

33- Apprehension in the Terrible Sentiment is due to
robbery, and the like, and in case of the Erotic Sentiment it
is due 1o [a possible] deception on the patt of the lover.

Some authorities prescribe (lie. desite) in chis case a con-

cealment of appearance which is to be characterized by [adop-
tion of] clever tricks and gestures.
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There are twd Artyds in this connexion?

34. Apprchension isof two kindsz viz. that ansing from
one's ownself and that arising from another person  That
arising from one’s awn self is to be known from onc’s look
and effores.

35- A mao with Apprehension has a dark face, a thick
and protruding  topguz, slightly trembling limbs, and he
constantly looks sidesways,

Envy

Eavy (asizya) is caused by Determinants such as various
offences, hatred, other peopl:’s wealth, good luck, ineelhgence,
spotes, learning and the hke. Iris to be represented on the
stageby Consequents such as finding fault with others, decry-
ing their virtues, not paying any heed to these, remaining
with downcast face, knitting eyebrows in dispacagement, and
abusing othets in the assembly [of men].

On these points there are two Aryisy

36. Envy arises in a person who 15 displeased to see
other people’s good fortune, wealth, mtelligence, and exuber-
ence of sportiveness,

37. ltis o be represented by a distorted face, hnitcing
eycbrows, Face turned away in jealous anger, decryng other
people’s virrwes and showing hatred owards chemt.

Intoxicatian

Intoxication (mada) is cavsed by drinking of liquor and
stmilar other things. Tt is of three hinds, and has five Deter-
minanes.  There ace the Following Aryds on this point

38. Intoxication 15 of three Linds, viz light, mediom
and excessive, It has five causes which should be represented
on the stage.

39. While intoxicated some sing, some faugh and some
use harsh words while others sleep.

17
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40. Among these, persons of the superior type sleep,
those of the middling type laugh and sing, and those of the
mleior type cry or use harsh words.

41. Lighe mtovication 15 charactetised by a sribing face,
pleasant fecling, joyful body, slighely faltering words, delica-
tely unsteady gait, and relates to persons of the superior type.

42. Medum intoxicavon 1s charactensed by drunken
and rolling eyes, drooping arms or arms restlessly thrown
about and wrregularly unsteady gaie, and relates to persons of
the middling type.

43. Excessive mtoatcation 1s characterssed by loss of
memory, and ncapactey to walk due to vomntung, hiccup
and cough, and a thick protruding tongue and spitung, and
relates to persons of the nferior type

44 A character who [acts] dnohing on entering the
stage 1s to show thar his intosicatton 15 increassing, but the
character who enters the stage as drunk should show thac
his intonicauton 15 decreasing.

45 But the intovicauon should be stopped by exir
when there 15 panic, grief and increase of terrer due co some
cause.

46, On account of these special conditions, intoxication
disappears quickly just as grief passes anay on hearing the
happy news of [sudden] prospenity.

Weariness
Weatiness (frama) 1s caused by Determnanes such as
walking a long way, exerctsing of limbs and the Ike. It is
to be represented on the stage by Conseqents such as gentle
tubbing of the body, [deep] breathing, contraction of the
mouth, belching, massaging of the limbs, very slow gait, con-
traction of the eyes, making Sithira and the like.
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There is an Ary3 on this pomnt:

47- Wezriness in man is caused by wall: _ _ dis-
tance] and exercising [che limbs], and sc s w0 , rese wred
on the stage by [deep] breathing, ured gair and rac hike.

Indolence

Indolence (alasys) is caused by Determinanes such as
nature, lassituds, sickaess, satiery, pregnancy and the like.
And ic relates to women, aad men of the inferor type. It 1t
t0 be represented on the stage by Consequents such as aver-
stsn waany kind of work, lying down, situng, drowsiness, sleep
and the like. On this point there 1s an Aryi.,

48. Indolence arising from lasstude as well as nature
should be represented on the stage by discontinuance of all
acuvity except taking food.

Dzpression

Depression {dainys) 1s caused by Determuinants such as
poverty, mental agony and che like. Itis 1o be represented
on the stzge by Consequents such as wane of sclfcommand,
dullness of the bedy, shsent-mindedness, giving up of cleans-
ing [the body] and the like.

There is in Ary2 on this point:,

4g9- Depressian of men proceeds from anxiery, eager ex-
pectation and misery.  Different modes of representing it en
the staze fncludes giving up of cleansing [the body ] 1n any way.

Anzizty

Anxicty (cint3) is cauvsed by Determinants such as loss
of wealth, theft of a faveurite objecx, poverty and che hke.
It is ©o be represented on the stage by [decp] breathing, sigh-
ing, agoay, meditazion, thinking with a downcast face, thin-
ress of the body and chs like.
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There are two Rryis on this pomntzj

50. Anxiety of men arises in vartous ways from the
loss of wealth, theft of a favourite object, and a heart full of
expectation,

51. Itistobe 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 {moka) 15 caused by Determmanes such as
acadental injury, adversity, sichness, fear, aguation, remem-
bering past enemity and the ke, It 1s to be represented on
the stage by Consequents such as want of movemenr, [exces-
stve] movement of fa particular] hmb, falling duwn, reeling,
not seing properly and the hike.

There 15 a $loha on this pomnt,,

52. Duc to secing a robber mn an unexpected place or
from pamc of different hinds distraction occurs 1na man when
he finds no belp [near by].

There 15 also an Aryd on this ponr.,

53, Distraction occurs due to adversny, accidental -
jury, memory of past cnmuty. It s to be represented on the
stage by suspension of the activity af all senses.

Recollection

Recollection {smrts) 1s remembering every condition of
happtoess and misery, It 15 caused by Determinants such as
health, troubled night, distutbed sleep, secing parallels, having
an example, thinhing, constant pracuce and the hke. Itis
to be represented on the stage by Consequents such as nodd-
ing of the head, looking down, taising up the eyebrows and
the like.
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On this powne there 15 a Slohi and an Arya

54. One 1s sad to be recollecting somethin,  hen one
temembers past happiness and misery which weic either  con-
cetved 1 mind or did actually occur and was forgotten,

55 Recollectton attsing from: health, or relaeng to the
Vedas and Dardanas 1s to be represented on the stage by rais-
tng or nodding of the head and ramsing the eyebrows,

Contentment

Contenement (dbri) 15 caused by [Determinants such as]
herotsm, spiritual knowledge, learning, wealth, purity, good
conduct, devotton to one’s supertors, gettng excesstve amount
of money, enjoying sports, and the like. [t ts to be represent-
ed on the stage by Consequents such as enjoyment of objects
gamed, and not grumbling over objects unattaned, the past,
[objects] parually enjoyed and lost and the like.

Oa this porne there are two Arydsiy

56  Contenement ansing from  spititual  hnowledge,
purity, wealth and power, s always to be represented on the
stage by an absence of fear, sorrow end sadness.

57. When one enjoys attained objeces such as [sweer]
sound, touch, taste, form and smell, and 15 not sorry over
their non-attarnment, one 1s said to have Contentment.

Shame

Shame (tridd) has improper action asits basts It 15 caused
by Determinants such as repentance ot account of transgress-
g words of supettors or distegarding them, nonfulfilment of
vows and the lthe. It ts to be represented on the stage by
Consequents such as covered face, thenhing with downcase
face, drawing lines on the ground, touching clothes and rtngs,
and buting the nails, and the hke.
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There are tno Aryas on this pomt:

58. When a man, after he has done anything improper,
is seen by those who are pure, he becomes repentant and is
ashamed.

59. The ashamed man will cover his face, draw lines
on the ground, bite the nails and touch clothes and rings

Inconstancy

Inconstancy (capalatd) 15 caused by Dererminanes such as
love, hatred, malice, impatience, jealousy, opposition and the
Iike. It 1s to be represented on the stage by Consequents
such as harsh words, cebuhe, beating, kl"mg.ta]\tng prisoner,
goading and the hke.

There are two Aryds on this pomnts,

60  When a man does anything ke Lilling or beaung
any one withot any forethoughr, he 15 said to be mconstant
because of hus not being defintte m his acteen.

oy

Joy (barsa) 1s caused by Determinants such as attainment
of a desired object, union with a beloved person, mental
satistaction, favour of gods, preceptor, hing, and  husband (or
master), recciving [good] food, clothing and money and en-
joying them, and the hke. It 1s to be represented on the
stage by means of Consequents such as brightness of the face
and the eyes, using sweet words, embracing, hornipilation,
tears, perspiration and the like.

There are two Aryds on this point:l

61. Joy is caused to a man when he has artained any
object or obtained anything which was unobtainable or has
met his beloved one or has his heart’s desire fulfilled.

62. Itisco be repressated on the stage by brightness of
the eyes and the face, loving words, embrace, delicate move-
ment of the limbs, and perspiration and the like.
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Agstation

Agitation (svega) is caused by Determinan: 1 4y pur-
tents, wind or rains, [outbreak of] fire, tun. 1ag about of
elephants, beaning very good or very bad news, strohe of cala-
mity and the like. In this connexion portents include fa
stroke of] hightning and [falling]of meteors or shooting stars,
eclipse of the sun and the moon, and appearance of comets
It 1s to be represented on the stage by looseness of all the
lunbs, distraction of che mind, loss of facual colour, surpnse
and the Lhe. [Agitauen] due to violent winds is to be repre-
sented by veiling [the face], rubbing the cyes, collecung [the
cnds] of clothes [warn], hurried going and che hhe.  [Agita-
tion] due to [heavy] rawns is to be represented by lumping
together of all the hmbs, running, looking for some covered
shelter, and the hihe.  [That] due to [an outbreak of] fire is
to be represcnred by eyes troubled with smoke, narrowing
down all the limbs, or shaking them, ruoning with wide
steps, fight and the lhe. That due w running sbour of
clephants is ta be represented by hutried retreae, uasteady
gare, fear, paeslysis, wemar, looking back and the like,
fThat] from hearing something favourable 1s 1o be represented
by getting up, embracing, gving away clothes and ornaments,
weeping, horripilation and the Ihe.  Thac due to hearing
anything unpleasant is to be represented by falling dawn
o the ground, lamencation, rolling about [even] on a rough
surface, running away, bewailing, weeping and the Lke.
And char doe to a strohe of calamity (cyasana) is o be
represented by sudden eetreat, taking up weapans gnd armour,
mountung clephants and horses and chariots, determination
and the like.

63. Agitation of thess eighe kinds has hurry as it
basis. This is characrerised by patience on the part of persons
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of the supertor and the middling types: but agitations of the
inferior type is marked by flight

On this potnt there two Aryas

64. Agiration occuts over an unpleasant report, disre-
gard of mstruction, throwing a missile, and panc.

65 Agmation due toan unpleasant reporr, has as s
Consequents assumung a sad look, and that due to a sudden
appearance of enemy 1s to be represented by clash of weapons.

Stupor

Stupor (jadata) 1s caused by Determmants such as cessa-
uon of all acuvity, heanng ol a much desired thing or 2
[very] harmful thing, sickness and the like, Itiss to be re-
presented on the stage by Consequents such as not uttermg
any word, spezking indsstinctly, remamning absolutely sileat,
looking with a steadfast gaze, dependence on others and the
ike.

There 15 an Aryi on this point

66. A manas called stuptd when due to senselessness he
caanot distinguish between good and evil as well as happness
and misery, and remains silent, and dependent on others

Arrogance

Arrogance (garva) 1s caused by Determinants such as hing-
ship, neble birth, personal beauty, youth, learning, power,
attanment of wealth ond the like. Tt 15 to be represented on
the stage by Consequents such as contempt [for others],
harassing [people], not giving reply [to one’s question], not
greeting [others], loohing 1o shoulders, fAurry, contemptous
laughter, harsh words, transgressing [commands of] the supe-
riors, rebuking and che like,

There 1s an Aryi on this point sy

67. Arrogance of persons of the wferior type due to
acquisition of learning, youth, personal beauty, royal power
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and attainment of wealth 15 o be representes
of the eyes and the hmbs,
Despair

Despair (viszds) is caused by Determinaros such a non-
fulfilment of the work undertaben, natural calamity and the
like. Teisto herepresented on the part of persons of the supertor
and the middling typesby Consequents such as looking for
alhies, thinking abont means, loss ol energy, absentmindedaess,
deep breathing the like.  And on the part of persons of the
infertor type 1t is to be represented by runming about aimlessly
losking down, drying up of the mouth liching the corner of
the mouth, sleep, deep breathing, meditation and the hke.

Thete are two Aryds on chis poiney

68. Despair arises from nonfulfilment of the woth
begun, being tahen at the ume of commueng thele, and
gwing offeace to the hiag and like.

6g. In case of persans of the superior and the middling
types this is to be represented by mental disteaction and
thinking about vatious means, snd in case of persons of the
inferior type slecp, deep beeathing, and [aimless] reflection
are to represznt it.

Impr?mre

Impatience (autsukys) 1s created by Determinants such as
separation from beloved petsons, remembering them, sighe of
a garden and the like. It is to be represented on the stage
by Conscqu:nts such as sighs, thinking with downcast face,
sleep, drowsiness, desire for lying down and the Like.

There is an Ary3 on this point:

70. Impanence arises from the loss of beloved  persons
or from remembering them. This 15 to be represented on the
stage by thinking, want of sleep, drowsiness, duliness of the
body and the Like,

13
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Sleeping

Sleeping (nidra) is caused by Determinants such as weak-
ness, fatigie, exhaustien, intoxication, adolence, ftoo much]
thinking, too much eating, [soponfic] nature and the like, k
1% to be represented on the stage by Consequents such as heavs-
ness of the face, streching the limbs, rolling of the eyes,
yawning, rubbing of the body, deep breathing, relaxed body,
closing the eyes, bewilderment, and the like.

Thete are two Aryds on this pont

71. Sleep comes to 2 man through weakness, fatigee,
exertion, [too much] thinking, natural tendency [to sleep]
and heeping awake throughout the mght.

72. It 1s to ba 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.

Eprlepsy

Epilepsy (¢pasmara) 1s caused by Determinants such as
being possessed by a god, a Niga, a Yaksa, a Riksa, a Pifica
and the like, and 2 memory of such bewngs, cating food lefe
after somebody’s partaking of 1t, staytng i a deserted house,
non-observation of proper mterval of time [in taking food,
1 sleeping ete.], derangement of humours (dbita)' and the
ltke. ltisto be represented on the stage by Consequents
such as throbbing, trembling, running, falling down, perspi-
ration, foaming in the mouth, hiccup, hicking {the fips] with
the tongue, and the Itke,

On this point there are two Arydsz)

73 Epilepsy occurs in a person when he is possessed
by Bhiicas and Pifacas, when he remembers these beings,

—

72. 1They are three in number wiz, wind (vign), bile (pss) and
phlegm (kapbs).
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[eats] Ucchista’, stays in 2 deserted house . ¢ zards
proper interval of time [for taking food etc.], a1d s impure
[in body].

74- Falling down suddenly on the pround, trembling,
foaming in the mowh, and rising up while senseless, are
conditions during Epilepsy.

Dreaming

Dreaming (supta) is caused by Determinants such as inter-
tuption of sleep, enjoying objects of senses, infatuarion [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, stupe-
faction of all the senses, dreams and the lile.

There are two Aryis on this point:;

75. Dreaming cccurs dueto interruption of sleep, enjoy-
ing objects of senses and iofatuation [of any kind]. Itis to
be represented on the stage by closing the eyes, deep breath-
ing, drcaming dreams and talking while aslecp.

76. Dreaming is to be represented on the stage by deep
breathing, imperfectly closing eyes, stupefaction of all senses
and absence of all activity,

Awakenmng
Awakening (vibodhba) s the break of sleep,and it is caused
by Detetminants such as digestion of feed, bad dreams, loud
sound, sensitive touch and the ltke. It is to be represented
on the stage by Consequents such as yawning. rubbing the
eyes, leaving the bed, and the lihe.

73. 1That which islefe over inthe plate after 2 person has fnished
kit weal.
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Thete 15 an Aryd on this point,}

77- Awahkening is caused by digestion of tood, [loud]
sound, [sensitive] touch and the like. It 1s to be represent-
cd on the stage by yawning, rubbing the face and  the eyes,

and the hke.
Indlgmztian

Indignation (amarsa) 1s caused to persons abused or wsul-
ted by those having superter learning, wealth or power, It
1s to be represented on the stage by Consequents such as
shahing the head, perspiration, thinking and  reflecting with
a downeast face, determination, looking for ways and means
and alles, and the Like.

There are two Slohas on this ponts 3

78.  Indignauon grows m energetic men who have been
abused or msulted 1 an assembly by those having supertor
learning and wealth

79 It 1s to be represented on the stage by energy,
deternunation, refleciion with a downcast face, shaling the
head, perspiration and the Ihe

Dissumelatson

Dissimulatiop (ﬂwlntf/u) 1sthe concealment of appearance.,
Ic 1s caused by Determinants such as shame, fear, defeat, res-
pect, deceit and the lihe. It 1s to be represented on the stage
by Conscquents such as speaking like another person, looking
downwards, breah in the speech, feigned patience and the like.

There is a Sloha on this peintj

8o0.  Dissimulaton is duc to impudence, deceit, fear and
the like. It 15 to be represented by carelessness aboutan action,
and not speaking much in reply or in addressing fothers].

Cruelty

Cruelty (rgrard) 1s canced by Determinants such as arrest

of robbers, offence 1o Lings, offending words and the like. I
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is to be represented on the stage by Conscquen- -
tmprisoning, beating, tebuking and the like.

There is an Ary3 on this pointy

81. Crueley occurs when 2 robber 1s arrested or the Lung
is given affence. It is to be tepressented on the stage by
Conseqnents such as killing, imptisoning, beating, rubuling
and the hike.

Assurince

Assurance (mati) is caused by Determmamts such as
thinking about the meaning of many $astras and considening
the pros and cons of things. It 1s to be represented on the
stage by Consaquen:s such as instructing pup:ls, ascertainment
of [any] meaning, removal of doubt and the like.

There is 2 $loka on this poincs;

82. Assurance comes to men when they are well-versed
in the meaning of many Sastras. It is to be represented on
the stage by Consequents such as instructing puptls and ex-
plaining the meaning [of $3stras].

Discase

Disease (vyadhi) owes it otigin to [an attack of three
hunours such 2s] wind (c323), biles (pitzs) and phlezm
(Ezpb.z).' Fever aad similar other illnesses are special vartetres
of it. Fever is of two Linds, viz. that with a fecling of cold
(7i2s) and thar with a fecling of hear (d7bs). Fever with 2
feeling of cold should be represented by Cousequents such as
shivering, tremor of the ecatire body, bending fthe body],
shaking of the jaws, narrowing down the nasal passage, dry-
ness of the mouth, horripilation, lamentation and che lite.
And that with a fecling of hear, is to be represented by

&2, 1Sesthe Kifyapamarpkizs, XXVIL 6,
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throwing out clothes, the hands and the teet, desite [to roll
on] the ground, [use of] unguent, dasire for coolness, lamen-
tation, erying and the like, The other types of sicknesses
are to be represented on the stage by Consequents such as
natrowing  down the mouth, dullness of the body, {deep]
breathing, making [peculiar] sounds, ciying, tremor and the

Iike.

There is 2 Sloka on this point 3

83. Sichness in geacral should be represented on the
stage by looseness of the limbs, throwing out the limbs and
narrowing down the mouth due to tllness

[nmmty

Tasamty (#nmida) 1s cawsed by Determuinants such as
death of beloved persaus, loss of wealih, stroke of adversity,
derangement of [the three humours] 2, wind (v3ta), hiles (patea),
phelgm (flesmz), and the lihke It s to be represented on
the stage by langhmng, weeping, crying, talking, lymng down,
situng, runming, danang, singing and reciting [something]
without any reason, smearing [the body] with ashes and dust,
tahing grass, Numalys', soiled cloth, rags, potsherd and
earthen tray as decorauon [of the body], many other senscless
acts, and imitation of others.

There ate two Aryis on this pointy;

84. losanity occurs owing to death of beloved persens,
loss of wealth, accidental hurr, wind (vara), biles (pitia),
phlegm (kzpha), derangement of the heart in various ways.

85. Insanity is to be represented by laughing. weeping,
sizting, running and crying without any reason, and [other)
senseless acts.

B3, 1Remains of 2 flower-offcring to a deiry, which is suppesed
purify a person who takes it with reverence.
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Death

Death (marand) comes through discase as will . acciden-
wal injury,  OF these two kinds of death, that from sickness
1s cansed by Determinants such as a malady of the intestine
and the liver, colic pain, disturbance of humours, tumours,
bails, fever, cholera, and the [tke. And thac due to acctden-
tal injury 15 caused by weapons, snake bite, taking peson,
[attack of] ferocious animals, wnjury due to falling down from
elephant, horse, charioc and other vehicles I shall now
speak of the different methods of their representatton on the
stage. Death from disease is to be represented on the stage
by Consequents such as looseness of the body, mationlessness
of the limbs, closed eyes, hiccup, deep breathing, looking
for family members, speaking indistinct words and the hike.!

There is a Sloka on this point}

86. Death due to disease is to be represented on the
stage by one mark viz. loose body and 1nactive sense-organs,
But deach due 5 accidental njury is to be represented on
the stage in different ways: e g, [death duc to] wound by
weapans is to be represented by Consequents such as sud-
denly falling down on the ground and the ke, In case of
snake-bite or taking poison [there is a gradual] development
of its symptoms which are eight in number, viz. thinness (of
the body), tremor, burning sensation, hiccup, foam at the
mouth, breaking of the neck, paralysis and death.

85 " Baulier woters on the Hindu drama wrongly believed that N$
excluded scenes of death from the stage.  See Keath, Ske. Drama, pp. 222;
also M Ghosh, “A so-called convention of the Hindu Drama,” IHQ IX,
1933, pp- 98¢ . Windisch thought that Sidrakain his Ace. VIII violated
arule tn showing the murder of Vasantaseni by Sakira (Der  gricchische
Ewnfluss 10 idusche Drama, Berhin, 188z, p. 43).
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Thete are two traditional Slolas on this point;

87-88. The firt symptom of the development [of the
effect of poison] is thimness of the body, the second tremor,
the third a burning sens3uon, the fourth hiccup, the filth
foaming at the mouth, the sixth breahing of the neck, the
seventh paralysis and and ths erghth death.

There arc besides two Aryas ou this pomnty,

89. Death due to [an attack of] a feroctous animal,
elephant, horse, or falhng [rom chartiots and mounts, and
wound by weapons shoutd be represented by absence of any
further movement of the bedy.

go. Thus death oceurs under various condions. It
should be rcprcsemcd by suirable words, gestures and move-
ments

Fright

Fraghe (trdsa) 1s caused by Determinants such as flash of
lightning, a meteor, thunder, earthqunkc, clouds, crying or
howling of big animals and the Like. It 15 to be represented
on the stage by Conscquents such as, shaking of narrow
limbs, tremor [of the body], paralysis, horripilation, speaking
with a choked voice, talhing irrclevantly, and the hike.

There 15 a Sloka on this point:

g1. Fnghtis caused by a very rerrible sound and the
like. It should be represcnted on the stage by loosencss of
limbs and half-shut eyes.

Delsberation

Deliberation (vrtarka) is caused by Determinants such as
doubr, cogitation, perplexity and the like. It is to be repre-
sented on the stage by Consequents such as various discus-
sions, settling the definition, accepting the deliberation and
the like,
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There is a Sloka on this point

92. Deliberation which arises from discussiz- . 2 which
has doubt as its basis, is to be r:presentcd on the stage by
shaling of the head, the eyebrows and the eyelashes

These are the thirtythree Transitory States; they ate to
be produced in a play by men and women of the superior,
middling and inferior types in conformity with [propet]
place, time and gceasion.

93. These thirtytheee ate known as the Transitory
Seates. 1 shall now explain in detail the Sitevika Seates.?

Sattetka States

Now it may be asked,

**Are these States called Sarrvika, because other States
{Determinants, Consequents and Transitory States) ate sad
to be devoid of Sateva?”  [In answer] it is said that the
Sattva in this connexion is [something] originating in mind.
It is caused by the concentrated mind. The Sattva is accom-
plished by concentration of the mind. Its nature [which in-
cludes] herripilation, tears, loss of colour and the Lke, cannot
be mimicked by an absent-minded man. The Sattva is
desired in a play because of its imitating human nature.
If the question is, Is thete any example in suppore of this
view?” then it may be said that in theatrical practice, situa-
tions of happiness as well 2s misery should so purely accotd
with the Sattva behind them thar they may appear to be
realistic (ysthZsarips). How can sorrow which has wecping
as its basis, be represented on the stageby any one who is not
sorty?  And how can  happiness which has joy as its basis
be represented on the stage by any one who is not happy ?

63. ! Sccabovznots 1 ca VI 2z
19
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Hence the Sattva being desired [1n acting] in connexion with
certain States the latter are called Sattvika. This Satwva
1s explaned by the face thar rears and hornpilation are
respectively to be shown by persons who are not [actually]
sorry ot happy.

94. The eight Sictvika States are as followszy Paralysis,
Perspiration, Horriprlation, Change of Voice, Trembling,
Change of Colour, Weeping and Fainnng.

Among these,

Perspiratson

95. Derspiration  (sveda) occurs as the result of anger,
fear, joy, shame, sorrow, toil, sickness, heat, exercise, fanigue,
summer and massage.

Faralysis and Trembling

96.  Paralysis (stambha) occurs as being due to oy, fear,
sickness, surprise, sadness, intoxication and anger, and
Trembling due to cold, fear, 1oy, anger, touch [of thebeloved]
and old age.

Weeping

97. Weeping (asra) occurs as being duce to joy, indigna-
tion, smoke, collytium, yawning, fear, sotrow, leoking with 2
steadfast gaze, cold and sickness.

Change of Colostr and  Horrtpslatson

8. Change of Colour (varvarnys) occurs as being due
to cold, anger, [lear, toil, sickness, fatsigue and heat, and
Horripilation  {romadica) due to touch, fear, cold joy, anger
and stckness,

Change of Voice and Famnting

99. Change of Voice (svara-sada) occurs as being duc to
fear, joy, anger, fever, sichness and inroxication, and Fainting
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(pralaya) due to too much toil, swoon, 1atost Cop
injury, astonishmene and the like.

Representation of the Sattvtka States

z00, These are to be known by the wise as the eighe
Sitevika States. I shall speak afterwards about actions which
will represent these States.

1o1. Paralysis should be represented on the stage by
being inactive, motionless, disperited hke an anerc objecr,
senseless, and suff-bodied

102,  Perspiration should be representid on the stage by
taking up a fan, wiptng off sweat and looking for breeze.

103. Horriptlation should be represented on the stage
by tepeated thrills, hairs standing on the end, and by touch-
mg the body.

104. Change of Voice should be represented by broken
and choking vorce, and Trembling by quivering, throbbing
and shivering.

105. Change of Colour should be represented by altera-
tion of colour of the face by putting pressure on the artery,
and this ts dependent on the hmbs,

106. Weeping should be represcated on the stage by
rubbing the eyes and shedding tears, and Loss of Consctous-
ness by mnaction, motionlessness, imperceptible breathing and

[fnally] by falling on the ground.

Application of States to different Sentiments

1o7. These are the foreynme States of the chree kinds
mentioned by me.  Now you oughe to hear of the different
Sentiments to which they ate applicable.

108-109. All the [fortynine] States except indolence,
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cruelty and disgust are applicable to the Erotic Sentiment
{lit. raise the Erotic Scntiment by thewr own name).

110, Weakness, apprchension, cnvy, weariness, incon-
stancy, dreaming, sleeping and dissimulation are the States
applicable to the Comic Sentiment.

1r1. Discoutagement, anxicty, depression, weariness,
weeping, stupor and death are che States applicable to the
Patheric Sentiment.

112, Arrogancc, euvy, EHCl’g)', agl[anon. intoxication,
anget, inconstancy and cruelty are the States applicable to the
Furious Sentiment.

113-114, Presence of mund, cnergy, aguation, joy, as-
surance, cruelty, mdignation, ntoxicatton, horzipilarion, changc
of voice, anger, envy, contentment, arrogance and deliberation
are the States applicable to the Herowe Sentument.

115.  Perspiravion, trembling,  hornpilation,  choking
voice, fear, death, change of colour are the States applicable
to the Terrble Sentiment.,

116. Epilepsy, insanity, desparr, ntoxication, death,
sickness and fear, are the States applicable ro the Odious
Sentiment.

117  Paralysis, perspiration, loss of consciousness, horri-
pilation, astonishment, agitation, stupor, joy and fainting
are the States applicable to the Marvellous Sentiment.

118, These Sitevika States which depend on  rthe
vatious kinds of Histrionic Representation are included into
all the Sentiments by expertts in the production of plays.

119-120, No play in its production can have one Sen-
timent only.  If in an assemblage of the many States, Senti-
ments, Styles (vretr) and Local Usages (pravrete) [1n the pro-
duction of a play] any one item has varied representation, it
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should be considered the Dominant Senume: - Lo
the Transitory oncs,

121. That which stands on che prineipafl ok cne [of the
play] and 15 combined with Determinaats, Consequents and
Transitory States is the Domtnant Sentment.

122. 'This Dominant Sentiment should be represented
with an  ecxuberence of the Sateva, bur the Transicory
States by mere physical gestures (e form), for they are to
support the Dominant Senument {and as such should not
excel it].

123. [Independent representation of] a vancty [of
Sentiments] dees not displease and such a vartety 15 rare
i practical life (Ire. amongst people)  But a mixture of
different Sentiments will, however, brng pleasure [to the
spectators] when such is carefully represented.

124. In [the preduction of] plays the Dominant, the
Sittvika and the Transitory States which are suppot-
ters of the Seattments and which are accomplished through
many objects and ideas, should be assigned to male!
characters *

125. The Sentiments and the States 1n plays are thus
to be created. One who hnows this well will attain the best
Success [in the production of a play].

Here ends Chaprer VII of Bharata’s Natyadastra,
whitch treats of the Representation of the States.

122, * A distegard of this pricciple s lable to cause undue prominence
to minor characters in a pliy and thereby to frustrate the prncipal objece of
the playwnghe.

124 2 pumsinukonih (puspac tkunzh BG ).

* An analysis of the plays of the best kind, known to us seems to exphin
this rule,  Forin almostall of them superiot roles are assigned to men who
can better be made the vehiele of diferent and complex psychological states,



Cuaprer Eteur
GESTURES OF MINOR LIMBS

The sages question.

-2, Through your kindness we have heard n due order
everything relaung to the origin of the States' and Seatr.
ments’. We shall now like to know also what the experts say
about the different hinds of Histrionic Representation, their
meanings and different subdivisions

3+ O the blessed one, you are also to tell us accurately
what kinds of Histriontc  Representation are to be applied to
which [places or accasions] by persons aiming at Success.

Bbharata answers.

4- On these words of the sages, Bharata spohe thus
relating to the four hinds of Histnontc Representation.

5 O sages, I shall now speah to you n detarl so that
the Hlistrionic Representation  becomes propetly explained to
you‘

'We shall speal of [the fact that] the abbinaya (His-
trionic Representation) 15 of four kinds. The quesuon is,
“Why 15 1t called the abbnaya?” It s satd 1n reply to this
that the abhnayq 1s derved [rom the prefix abbs, and the
verbal coot n: meaning to cause to get’ (to attan), and the
sufix ac attached to these two. Hence a [full] answer
this should be made after 2 consideration of the roor and 1ts
meaning,

There 15 a Sloha on this pointg]

6, As the root ni preceded by abb: means *carrying the
petformances (prayoga) of a play [to the poine of direct] as-

-2, 3 See VIII 2 See VI,
5. * Tlus poruon tll the begmaning of 6 15 ongmally in prose.
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cerrainment of its meaning,” so [the word madc
becomes abbinaya (cartying towards).

Meaning of abbinaya

7- Abbinaya is so called because in the performance [of
a play] it together with the Sakha’, the Anga® and the
Upinga® exphiins the meaning of different [things].

Four kinds of abbinays
8. O Brahmins, the Histrionic Representation of 2 play
takes place in four ways, and on this [Representation] the
plays of different types rest.
9. O Brahmins, this Histtionic Representation is hnown
to be fourfolds Gestures® (angiks), Words, (vacika) Dresses
and Make-up (3barys) and the Sattva,

Gesture:, sts three varietses

10, Of these, the Satrva has been described  beforc?,
along with the States; now listen first of all above the
Gestures.

11. The Gesture is of three kinds, viz. that of the
limbs (frira), that of the face (mukbas) and that related to
[different], movements of the entite body (cestzbria) including
the $3kha, the Anga and che Upanga.

12. Dramatic performance 1n 1ts entirety relates to the
six ltmbs including ¢he major and the minor oncs, such as
head, hands, lips, breast, sides and feet.

13. The six major limbs (aiiga) are head, hands, breast,
sides, waist and feet, and the (six) minor hmbs (up3iga) are
eyes, eyebrows, nose, lower lip and chin.

7- ! Sez 15 below,
* Sez 13 below.- 2 Sez 13 below,
9. * Mere properly “gestutes and postares.” 1o, VI g2,
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of Affection (moggiyth).’ Pretended  anget, (ksttamita),!
Paralysts and Jealous anger (mana)-

32. Pariveayy When the face s turned round, the
Paravrtta head is the result.  (Uses)) Iris to be usedin
turning away the face and looking back and the Like.

33. Uthgipra: When the face remains is rased up, the
Uthsipra head as the resule.  (Uses):, It s used to indicate
lofty objects and apphcation of divine wespons.

34. Adhogata: The head with the face loohing down-
wards 15 called Adhogata. (Uses)s, It 15 used inshame, bowing
[in salutation] and sorrow.

5. Panloliaz; When the head is moving on all sides,
1t is called Parilohta, (Uses): Itis used in fainting, sickness,
power of intoxication being possessed by an evi| spur, drow-
siness and the like

36. Besides these there are many other gestures of the
head, which are based on popular acting  These are to be
used according to the popular practice (Lr. nature).

37- 1have spoken about the thurteen gestures of the
head. Now I shall discuss the charactenstcs of the Glances.

Thirtysix Glances

38. Glinces expressing the Seamments' are Kant,
Bhayanaka, Hasya, Karuni, Adbhuts, Raudri, Vig, and
Bibhatsa.

5 Seesbid 19 ¢ See ¢54d 20,

§8. The AD has only aght glances, sce ed. \f. Ghosh, 66-78, and
}?. K, Coomar.uvsamy. MG, p. 40. But curiowsly enough the names of the
eight glances inthe AD,even 1f referred by Coomaraswamy's text to the
Bharatafastra, does not oceurin the NS which has no Jess than thirtysix
glanees Besides thf cight glances G;omznswamy's text records (loc. at)
forty four glances which include those mentioned 1n the NS
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39. Glances o be used mthe Domnaz - - are
Snigdhi, Hrstz, Dini, Kruddha, Drpra, Bhas. Jagu-
psita and Vismiri,

40-42. Glances to be used in the Transwory States
such as $inyi, Malind, $rdntd, Layjanvitd, Glina, Sankid,
Visanna, Muhed, Kuicia, Abhitapt3, Jthma, Lalua, Vitar-
kitd, Ardhamukuli, Vibheinta, Vipluta, Akekari, Vikof3,
Trasta and Madira, make up their number thirtysix."

Glances to express the Sentiments

43. T shall now explain the characteristics of these
Glances it connexton with the varous Sentiments and the
States, and shall desceribe their functions.

44. Kinta: When with a feeling of love 2 person con-
tracts his eycbrows and castes 2 sidelong look, he is said wo
have 2 Kintz (pleasing) Glance which has its origin in joy
and pleasure. It is usel in the Erotic Sentiment.

45- Bhayanaki: The Glance in which the eyelids are
drawn up and fixed, and the eyeballs arc gleaming and
turning up is called Bhayanaka (terrible}, It indicates a great
fear and s used in the Ternible Sentiment.

46. Haisyiy In the Hasya (smiling) Glance the two
eyelids are by turns contracted, and they open with the
c}'ebal[s moving and shghdy visible; it should be used 1n
representing jJugglery.

47- Karupiz The Glance in which the upper eyel:d
has descended, the eyeball is at rest duc to mental agony, and
the gaze is fixed ac the tip of the nose, and there is tear, is
called Karun3 (pathetic).

40-42, }Ses note 1 w 338 akove,
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48. Abdhutiz The Glance in which ejclashes are
shghtly curved at the end, eyeballs are raised in  wonder, and
the eyes are charmingly windened tll the end, is called the
Adbhuti (of wonder).

49. Raudri: The pialess Glance in which the eyeballs
are rough, red, raised, and the cyelids are sull and the cye-
brows hnttted, is called Raudn  (cruel), and 1t 1s used in the
Furtous Sentiment.

so  Vird: The Glance which 15 bnght, fully open,
agtated, serious, and tn which eyeballs are at the centre of
the eye (lie. level) ts called Viri (heroic), and it 1s used in the
Heroic Sentiment.

51. Bibhatsi: The Glance in which the cornets of the
eyes are neatly covered by eyehds, the cycballs are distuibed

in disgust and the eyelashes are sull and close to each other,
1s called Bibhats3 (odious).

Glances to express Domenant States

52. Glances defined here are known to occur in relatioh
to the Senttments I shall now explain the Glances relating
to the Dominant States.

53. Snigdhi: The Glance which 1s not much widened
(lr. medm widened), 15 sweet, and in which eyeballs are
still, and there are tears of joy, is called Smigdhi (loving); it
15 used 10 Jove (lr. grows out of love).

54. Hrgta: The Glance which is moving, shightly bent
and 1n which eyeballs are notr wholly visible (lic. entering).
and there 15 winking, 15 called Hrsa (oyful): it is used 1o
laughter. .

55. Dinay The Glance in which the lower eyelid is
slightly fallen, eyeballs are shghtly swollen, 2nd which 15
moving very slowly, is called Dina (pitiable), itis used in sorrow.



157 GESTURES OF AINOR LIMBS

56. Kruddhi: The rough Glanee 1wt
motienless and drawn up, ejeballs are immob
up, and the eycbrows are knitted, 15 called Kro o 1)
it is used In anger.

57- Depti:  The steady and widely opend Glance in
which eyeballs are mottonless, and which shows forth (he.
emits) prowess is called Drped (haughry), 1t 1s used mn showing
energy (ic. grows out of energv).

58. Bhayinvitza: The Glince mx which the eyes are
widsly epen=d, the eycballs are mobile 1a fear and are away
from the cenmre [of the cye], 15 called Bhayinvita (awe-
strichen); it is used in fear.

59. Jegupsitz: The Glance 1 which eyelds are con-
wracted but oot jeined together, and the cyeballs are covered
aad are tornmng away from the object comimng m view (lt.
the place in view) is called Jugupsuz (disgusung); wis used
in disgusc.

6o. Vismitiy The level Glance which s fully blown
and 1o which eyeballs ate throughly turned up and the o
eyclids are metioaless, s called Vismita (astomshed), s
wszd 1 zstontshment.

Glinces to express Transitory States

61. Thess are the Glaaces relatng o the Dominant
States, thar | have just defined. I shall now explain the
characreristics of the Glinces in ths Trans'rory States.

62. Stoyi: The Glance whick 1s weal and monanless
and in which the eychalls and the cyelids arcin ordinacy
posttion (lic. level), and which s to the space and is not
azeenuve w external objects is called Stayi (vacenr).

63. Makhai: The Glincs in which ends of the eyelashes
are net shaling and ends of the cyes are pale, and which s
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charactertsed very much by half-shut eyelids, is called Malini
(pale).

64. Srantd: The resting Glance i which eyelids have
been let down due to fatigue, corners of the eyes are narrowed,
and the eyeballs are fallen, 15 called Sr3ntd (ticed).

65. Lajdnvuiy The Glance 1 which ends of the
eyelashes are slightly bent, the upper eyelid s descending n
shyness, the eyeballs are lowered due to shame, 1s called
Laanvid (bashtul).

66. Glani. The langmd Glance in which the eyebrows
and the eyelashes are slowly moving and eyeballs are covered
[under the eyclids] due to fatigue, 1s called Glani (lazy)-

67. Sankiedz The concealed Glance which is once moved,
and once at rest, shghtly raised, obliquely open and in which
the eyeballs are tinnd, 15 Sankita (apprehensive).

68. Visanni: The bewildercd Glance 1in which eyelids
arc down wide apartin dejection, and there 1s no winking and
the eycballs are shightly motionless, s called Visangd
{dejected).

69. Mukuli The Glance 1n which eyelashes are shghtly
trembling, the upper eyelids are of the Mukula rype and the
eyeballs are opened 1n happiness, is called Mukuli.

70. Kuicitdi:  The Glance in which ends of eyelashes
are bent duc to the eyelids being contracted and the cyeballs
ate also contracted, 15 called Kufiend (contracted).

7%, Abhitaptaz] The Glance in which the eyeballs are
slowly moving due tothe movement of the eyelids, and which
indicates much distress and pain, is called Abhitaptd (distressed).

72. Jihmii The Glance in which the eyelids are hang-
ing down and slightly contracted and the eycballs are con-
cealed, and which casts tself obhiquely and slyly is called
Jihm3 (crooked).
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73+ Lalis:, The Glance which is sweer, - B
at the end [of the ¢ye] and which is smiling a . Ve
meng of the eyebrows, and shows signs of love 1 .. o Lahita
(2morous).

74 Vitkid:, The Glanee in which the ejclids ate
turned up for guessing, the eyeballs ate full blown and moving
downvareds is called the Vicarkita (conjectuzing).

75 Acdbamokuliz The Ghace in which owing tw joy
the :)'clids are of the Ardhamukulizy type, the eyeballs ate
half-blown and slightly mobule 1s called Acdhamukuli.

76. Vibheind: The Glance in which the eyeballs ate
moving and so ate the eyelids, and the middle [of the ejc] 1s
wide open and Full-blown, is called Vibhrintd {confused).

77- Vipluds The Glance in which the eyelids [fest]
ttcmble and then become motionless and the eyeballs are
[again] disturbed, is called Viplutd (disturbed).

78.  Akekari:, The Glance ia which the eyelids and the
corner of the eyes are shightly coneracted and joined rogether,
and is balf-winking, and the eyeballs are repestedly cutning
up, is called Akekard (half-shur).

79- Vikofag The joyful Glance in which the two eyehds
are wide open and thete is no winking and the eychalls are
not immobile, is called Vikoa (full blown)

8o0. Trastas; The Glance in which the eyelids are drawn
up in fear, the eycballs ate wembling and the middle of the
eyt is fullblown due to panic, is called Trasa (frightened).

81. Madiris, The Glance in which the muddle of the
eye is rolling, the ends of the eyes are thin, the eyes are benr,
and the corners of the eyes are fully widened, s called Madira
{imroxicated). It is to be used in  represenung  highe
intoxication.

S2. I medium intoxication chis Glance should hase its
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cyelids shghtly ‘contracted, the eyeballs and and the eyelashes
slightly mobule.

83. In excessive {lit. the worst) intoxicacion the Glance
shonld have [either too] much winking or no winking at all,
and the eyeballs 1n it should be shightly visible, and ic (che
Jook) should be turned downwards.

84. These are the thictysix Glances due to the Senti-
ments and the Domtnant States described by me. Now listen
about thetr uses.

Uses of Glances expressmg Transitory States

85. Glances due to the Sentiments are to be used n
representing, them, while Glances due tothe Dominant (States)
should be used in expressing these. Now listen about the uses
of Glances due to the Transitory States in representing these
(States),

86-93. Sinyd (vacant)—inanxiety and paralysis (motion-
lessness).

Malina (pale)—in discouragement, change of colour.

Srantd (ured)—in weatiness and depression.

Lajjanvita—(bashful)—in shame,

Glina (lazy)—in epilepsy, sickness and weakness.

Satikitd (apprehensive}—in apprehension,

Visanni {dejected)}—in despair.

Mukuli—in sleeping, dreaming and happiness.

Kufoata {contracredy—in envy, undesirable object, objects
visible with difficuley and pawn in the eye.

Abhutapaa (distressed}—in discouragement, accidental hurt
and distress.

Jihmi (crooked)—ia eavy, stupor and indolence.

Lalitd (amorous)—in contentment and joy.

Vitarkitd (conjecturing)-—in recollection and deliberation.
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Ardhamukuli—in joy due w an experence 3l
smell or touch.

Vibhrantd {confused}—in agitation, hurry and « nfusion

Viplura  (disturbed}—1inconstancy, nsanicy, aifliceon of
misery and death.

Alckard (half-shut)—n looking to 2 distant [object],
scpatation, and consecration by sprinkhing (proksita)’.

Vikosz (full-blown)—in awakening, arrogance, indignatton,
ceuclty and assurance.

Trasti (frightened)—in frghe.

Madua (intoxicated)—in 1ntoxscation.

94-95. Here I have finished the propet description of
thirtysix Glances, now listen about the [2dditional]  Glances,
and gestures of the eyeballs, the eyelids and the eyebrows due
to the Seatiments and the States.

Eyebalis

95-96.  Eyeballs have gestures of nine kinds 1 Bhramana
{(moving round), Valana (turning), Pata=Pitana (relaxing),
Calana, (trembhing), Sampravedana, (drawing inside), Vivattana,
(turning sideways), Samudvreea (rasing vp), Niskrama (going
out) and Praketa (natutal).

96.98. Bhramana (moving round)—turning round the
eyeballs at random

Valana {turning)—moving (the eyeballs) obliquely.

Pitana=Pita (relaving)—relaxation (of the eyeballs.)

Calanz (trembling)—tremor (of che eyeballs )

Sampravefana=Praveéa (drawing mside}—drawing (the
eyeballs) in.

Vivattana (tuthing)-~turning the eycballs sideways 1 a
sidelong glance.

Samudvrtta (raising up)—taising up of the eycballs.

21
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Niskramana (going out)—going out [as it were of the
eyeballs.]
Prikpta (natural)—eyeballs in the natural (glance.)

Uses of eyeballs

9g-101. Now hstenabour their uses in [different] Senti-
ments and States.

Bhramana (moving round), Valanz (turning) and Samud-
srtta {raistng of eyeballs)—in the Heroic and the Furious
Sentiments.

Niskeamana (going out), and Valana (turning of the
eyeballs)—in the Teruble Sentiment.

Sampraveéana (drawing of the eyeball)—in the Comic and
the Odious Sentiments,

Patana (relaxed eyeballs) in the Pathetic Sentiment.

Niskramana (gotng out of the eyeballs}—in the Marvell-
ous Sentiment.

Prakrta (natural) eycballs—in the remaming Sentiments
(lit. States).

Vivartana (turning sideways of the eyeball}—in the Erotic
Sentiment.

102, These ate the natures of eyeballs based en the

popular practice.  They are to be applied [suitably] to all the
different States.

Addstional Glances

103-107. 1 shall speak about the varieties of Glance in
special relation of these {lir, there). These are of eight kinds,
viz. Sama (level), Saci (sidelong), Anuvreea (inspecting), AloLita
{casual), Vilohita (looking round), Pralokica {carefully looking).
Ullokita (leoking up), and Avalokira (Jooking down).
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Sama (level}—the eyeballs are 1n a level | d at
rest,

Saci (side long)—the eyeballs are covered v clashes

Aguvrtaa (inspecting)—Glance which carctully observes
any form,

Alohita (casval)}—(the eyeballs) m suddenly seeing any
object,

Vilokita (loohing round)—(ej eballs) in looking back.

Pralohuta (carefully looking)—turning (eyebails) ftom side
to s;de.

Ullokica (locking up)—({turning the eyeballs) upwards.

Avalohita (loohing down)—(turning the eyeballs) towards
the ground.

These ate the gestures of eyaballs m relation ta all che
Sentiments and the States

Eyelids

108-111. Now listen about the gestures of eyelids
which follow the movements of eyeballs. They ate; Unmesa
(opening), Nimesa (closing), Prastra (expanding), Kufara
{contracted), Sama (level), Vivartia (raistng up), Sphutiea
(throbbing), Pihita {resting), and Vitadita (drven).

Unmesa (opening)—separating the eyelids.

Nimesa (clostng)}—bringing together the eyelids,

Prasrta (expanding)—separaung the eyelids widely.

Kuficita (contracted}—contracting the eyelids.

Sama (level)—eyelids 1n a natueal position.

Vivartita (ratsing up)—raising up the cyelids.

Sghurica {chrobbing)—when the eychds acc theobbeag,

Pihiea (cesting)—when the cyelids are at rest {lie. closed)

Viidita (drven)—when the eyelids are steuck  [acen
denrally]
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Uses of Eyehids

r1z-115. Now listen about thetr uses in different Senu-
ments and States_.}

Vivartiea (rasstag up)—n anger,

Nimesa (closing)—in anger.

Unmesa (opeming)—in anget.

Prasrea (evpanding)—in objects causing wonder, joy, and
heroisat.

Kufiaita {contracted)—un sezing undestred objeces. {sweet]
scent, Aavour and touch.

Sama (level)—in love.

Sphurtea (throbbing)—in jealousy.

Pihita {resting)—in  dreamung, famting, affhction due to
storm, hot smoke, ramns and collynum and eye-diseasz.

Viadita {deven)—in acardental jury.

These are the uses of cycballs and eyelids 10 expressing
the Sentiments and the States,

Eycbmws

116-120. Now, listen about the gestures of ejcbrows,
which accord with those of the eyeballs and the eyehds.
[They] are sevenun number and are as follows.; Utlsepa
(rtsing)  Parama (lowering), Bbruhug (Lowting), Catura
(clever), Kufiaita (contracted), Recta (moving) and Sahaja
(natural).

Uthsepa (raising) —ratsmg of eycbrows  simultancously or
one by one.

Patana (lowenng)—lowering of eycbrows simultaneously
or one by one,

Bhruhuti (knuting)—raising the root of the eyebrows.

Carora {clever)—shphtly moving and extending the cje-
brows 10 a pleasing manner,
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Kuficitz {contracred)—slightly bending
by one or the both at once.

Redma (moving)—raising of one of ¢’ 2 . _srows inan
amorous way.

Sahaja (natural}—the position which the e¢jebrows maun-
tain by natore.

Uses of Eyebrows

rzr-r25. MNow [ shall speak about their uses 1n [expres-
sing] the Sentiments and the States.

Utlsepa (raising)—ia anger, deltberation, passion, sporti-
veness, 1a secing 20d heating only vne eyebrow is raised, and
in surprise, joy and violent anger both the ejebraws are
raised up.

Patana (lowering)—in envy, disgust, smile, and smelling.

Bhrukutt (knitting}—in objects of anger, dazzhng light.

Carura (clever)—in love, sportiveness, pleasing [object],
[plesing] touch and awakenine.

Kuficita {contracted)—in  manifestation of affectton, pre-
teaded anger and hystedcal mood.

Recita (moving) —in dance.

Sahsja (natusal}—in simple (an:iddba) conditions.
Nose

126-128. Gestures of the ejebrows have been deseribed:
now listen abour those of the nose.  They are of six Lindsz
Nat3, Mands, Vikestd, Sacchvis3, Vikiinita and Svabhavika.

Nati—lobes dling for 2 while [to the base].

MMandi—Jobes are ac rest.

Vilrsta—lobes are blown.

Socchyisi—lebes when air is drawn in.

Vikinia—lobes in the contracted nose.

Sv3bhaviki—lobes in the natural nese.
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Uses of the nose

12g-132. This is the description of the gestures of the
nose. INow listen about their uses:j

Nati—in slight weeping at intervals.

Mandi—in discouragement, impaticnce and anxiety.

Vikrsti—in strange smell, breathing, anger and fear.

Socchvasi—in sweet smell and deep breathing.

Vikiinitai—in laughter, disgust and envy.

Svibhiviki—in the remaining condirions.

Cheeks

132-134. Cheeks are of six kindsz; Ksima (depressed).
Phulla (blown), Piitna {full), Kampita (trembling) and Kuficita
(contracted) and Sama (natural).

Ksima (depressed)—(cheeks arc) fallen.

Phulla (blown)—(checks arc) raised.

Pirpa (full)—(cheeks are) expanded.

Kamptra (trembling)—(cheeks are) throbbing.

Kufcrta (contracted)—(cheeks ate) narrowed down.

Sama (patural}—as (cheeks are) by nature,

Uses of Cheeks

135-137. Cheeks have been described. Now listen about
their uses.

Ksima (deptessed)—in sorrow.

Phulia (blown)—in joy.

Pana (full)—in energy and arrogance.

Kampira (trembling)—in anger and joy.

Kuficita (contractedy—in horripilacion (sensitive) touch,
cold, fear and fever.

Sama (natural}—in the remaining conditions.
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The lower Iip

137-139.  Gestutes of the lips are six 10 0 1 oer (They
are)y Vivartana (natrowing), Kampana (erembling), Visarga
(spreading out), Vinigithana (conccaling), Sandastaka (bmng).
Samudgzha (contracting).

Vivartana {narrowing)—Iips narrowed down.

Kampana (rembhiig)—throbbing {of lips).

Visarga (spreading out}—to spread out (lips)

Vmigihana (concealing}—drawing in (of lips).

Sandastaka (biting)—(Itps) birten by teeth,

Samudgaha (joining)—moving the lips together

Uses of the lower by

140-142. These are the gestures of the lower lips; now
Listen about their uses.

Vivartana (narrowing)—in envy, pain, contempt, laziness
and the like.

Kampana (trembhng)—in pain, cold, fear, anget, japs
and the hike.

Visarga (spreading out)—in women’s amour, affected
indifference and painting of ligs.

Viigithana (¢oncealing)—in mahng effotts.

Sandastaka (biring)—in manifestanon of anger.

Sainudgaha (contracting)—in picy, hissing :md greeting,

Chin

143-146. So much about the gestures of lips; now
listen about those of the chin; (they are)+; Kuttana, Khandana,
Chinna, Culsita, Lehita, Sama and Dasta.

Kuttana—when the upper testh clatrer with  the lower
ones.

Khapdana—wlen (the two hps) repeatedly come together
with each other.
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Chuana—when (the two hips) very closely meet each other.

Cuhsita—when (the two lips) are held widely apart.

Lehita—in Iicking the (Iips) with the tongue.

Sama—when {the two hps) shghtly patted from each
other,

Dasta—when the lower hp 1s biteen by the teeth.

Uses of the chin

146-149. Kuttana—in fear, cold, attack of old age, and
sickness,

Khandana—in muttering mantras (japa), studying, speak-
ing and eating.

Chinna—tn sichness, fear, cold, (takmg) exerctse, and
angry look,

Cuksita—in yawning.

Lehita =Lehana—in greedmess,

Sama—in a natutal postion.

Dasta—1n angry efforts,

So much about the gestures of the chun 1n relation to the
teeth, the lips and the tongue.

AMouth

149-156.  Gestures of the mouth are: Vidhuta,
Vinwvrtira, Nitbhugna, Bhugna, Vivera and Udvihi,

Vidhuta—the obliquely open (mouth)

Vinivriea—spread out (mouth).

Nubhugna—(the mouth) very much crooked
‘Bhugna-_—Vyibhugna—(thc mouth) shghily spread out.
Vivres —the mouth with the lips kept apatt.
Udvahi~{the mouth) turned up.

Uses of the mouth

Vinwrtta—vin women’s envy, jealousy, anger, coptempt

and bashfulness\qnd the like.
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Vidhuta—n restraining, saytag ‘not so” ai d

Nirbhugna—in looking 1nto depth and the |

Bhugna—in bemng ashamed, despondency impauence,
anxiety, summoning. It 1s natueal for the ascetics.

Vivrta—in langhter, sorrow and fear.

Udvahi—in sportiveness and pndc of women, 1 saying
‘go away,’ and distegard, 1n saying ‘so indeed’ and angry
words.

156-157. The expetts should also use the mouth
canformity with the varieties of Glances such as, Sama and
$3d and the like mentioned by others.

Colotur of the face

157-158. The colour of the face according to the
circumstances (ir. meaning) 1s of four Linds® natural
(svabbautka) bnghe (prasanns), reddencd (raktd) and dach
(fyima)

Uses of the colonr of the face

159-160. Natural face—in 2 natural and indiffetent
(mood)

Bright face—in wender, laughter and love.

Reddened face—in intoxicatton and wm cthe Herore, the
Tetrible and the Pathettc Senuments.

Datl. face—in the Terrtble and the Odious Sentiments.

thr-162. The colour of the face should be thus used
to tepresent the States and the Sentiments. The acting done
with the Gestures of the $3kha', the Afiga and the Upinga
is good, bur without propsr colour of the face 1t will not be
charming (it bezunful)

162-163. Even a few Gestures when combined with

1614162, 1 See 11 1nd 15 sbove

22
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the proper colour of the face will double their charm  (lit.
beauty) just as the moon will enhance the charm of the nighr.

163-164. Glances too when combined with the proper
colour of the face will cleatly express the different States and
the Sentiments, and on this (s e. the colour of the face) the
Histrionic Representarion rests.

164-165. The colour of the face suitable to the represen-
tation of the States and the Senuments, 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.

Neck

166-167. I shall now tell you, O Brahmins, sbout the
gestures of the neck. They are of nine kinds;; Sami, Nata,
Unnatd, Tryasra, Read, Kufend, Afcwa, Valid, and
Nivreea.

Description and uses of neck gestures

167-171.  Samd—the natural neck. {Uses):; i medita-
tion, natural pose, and mutcering of mantras.

Natd —(neck with) face bent down. (Uses) in wearing
(It binding) crnaments, putting one’s arms round (lit. taking)
somebody’s neck.

Unnata—neck with the face upturned. (Use): in looking
up.

Tryasta—neck with the face turned sideways. (Use)a in
can‘ying weight on the neck, and sorrow.

Reciti—the neck shaken or moved. (Uses)s1 in emotiont
(bavs), churning and dance.

Kuficitdi—the neck with the head turned back. (Uses)s
in pressure of weight and in protecting the neck.
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Aficiti—the neck with the head tutned bacl |« < ;1 m
hanging [to death), arranging hair and looking very high up

Vihita—the neck with the face turned sideways  (Uses)
tn looking with the neck turned round.

Nivreti—neck with the face towards the front. (Usc)a
in (indicating) going towards one’s own place.

172-173. These are the many vareties 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 head and the connected munor himbs (#panga)
and their uses. Now hsten about the gestures of the remain-
ing himbs (a71ga), which I am going to describe.

Here ends Chapter VI of Bharata’s Natyasistra,
which teeats of the Gestures of Minor Limbs.,



Cuarrer Ninc
GESTURES OF MAJOR LIMBS

Bharata speaks.

1-3.  So much about the minor limbs such as head, eyes,
eyebrows, nose, lips and cheeks, and their dcscrlptnon that I
was to tell you, Tshall now define the gestures of {major
fimbs] hands, breast, sides, belly, waist, thighs and feet and
therr proper use.’ In this connexion Ishall [fest of all]
explain the gesture of hands and the Iihe, that are used m
the production of a play.  You ate to listen how they ate to
be applied [1n acting].

Sixtyseven gestures of hands
4-7- Gestures of single hands (asamynta basta)' are
twenty four 1n number | Patila, Trpataka, Kartarimuokha,
Ardhacandra, Arila, $ukatunda, Musg, Sihhara, Kapittha,

13 * Thus use relates to the two fold Practice (realisnc and coventional)
onthe stage (See XIV. 62ff), The Realistic Practice (loksdbermi) i this
connesxion 15 of two kinds, viz (1) that reflecting one’s emotion, as in arrogent
relerence 0 one's ownself, this (p2t2k4) hand s to be raised on a level with
the forchead (IX, 1g), (2) that representing the externs] form of an object, as
the use of the Padmakosa hand to repretent lotus gnd simddar fowers. The
Conventional Practice (natyadbarmi) is Llewise of two kinds, viz, (1) that
creating an ornamentz! effect, 2s the use of the four Raranas of the hand (See
IX. 205-251 below), (2) that partully suggesung a popular behavienr, as the
use of the tripatika haad to represent words spoken ande (jamanukas), See Ag.

4-7. *These hands gestures are ordmanily msed smsly: butar umes two
hands showing one of these gestures are used simultancously.  Bug sull these
are called sipgle (dsamyuts) hands, For, combined (saraymta) hands arc so
called because they are alnays to be shown by both the bands; see Ag.
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Katakamukha,” Sucyasya (Sicimukha), Padmak ¢, > | s.uah,
Mrgafitsa, Kangula, Alapadma (Alapallava), C: u 3, Bhea-
mara, Hamsasya, Harpsapzksz, Sandamséa, Mukula, Urnanabha
and Tamraciida.

8-10. Gestures of combined hands (semynta-basta)' are
thiteen in number:  Afjaly, Kapota, Karkata, Svastka,
Katakivardhamanaka,” Utsanga, Nisadha, Dola, Puspaputa,
Makara, Gajadanta, Avahittha and Vardhamiana.

10-17. Dance-hands (nrita-hasta)' are Caturasra,® Udvetta,
Talamukha, Svastika, Vipsakirna, Aralakstahamukha, Avid-
dhavaktra, Siicyasya, Recita, Ardharccita, Uttanavaficits,
Pallava, Nitamba, Kefabandha, Lata, Karihasta, Paksavaficr-
taka, Paksapradyotaka, Garudapaksa, Dandapaksa, Urdhva-
mandali, Parfvamandali, Uromandali Urah-pirévirdhamandali,
Mustikasvastika, Nalinipadmakofa,  Alapallava, Ulbana,
Lalita and Valita.

These are the sixtyfour® gestutes of bands.

? Some mss, read this name as EBharskimubba  Our reading is supported
by the AD. (See ed M Ghosh, verse 124 A K. Coomaraswany MG, p. 50).

8-ro, 1See note 110 4-7 above

1 Some mss, read this bame as kbataka®, Katabdvardbana, is the name of 2
samywta-basta in the AD, ed. M. Ghosh, 187, and A. K, Coomaraswamy,
MG, p. fo

10-17, 1These gestures (dance-hands, nritabasta) as their name 1mplies,
arc ordinanly to be ored in danee; but i course of acting too they are often
to be nsed along with other gestutes (single and combined) to ereate an orpa-
mental effect (See note 1 to 1-3 above), Sex Ag

* In the Ske, text these names are given 1o dual number ¢ g, our corwrasra
stands as catwragrau. The teason for this isto be soughe in the fact chat
unlike the single and combined hands which must represent one siagle 1dea or
objeet, the hands 1o the dance-hand gestures are to be individually moved, not
for representing any idea or object, but for creanng an ornamental effect in
acting s well as in dance. See Ag

*In actual enumeration hand gestures are sixeyseven 1o number (single 24,
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Gestures of single bands

17-26. Now listen about their definition and uses.

Pataka {flag)—the fingers extended and close against one
another, and the thumb bent.

(Uses): To represent an administration of blows, scorching
heat, urging, attainment of happiness and arrogant reference
of one's ownself' this hand s to be raised on 2 level with the
forchead. To represent the glare of heat, torrential rain and
shower of flowers two Patiha hands with the fingers separated
and moving, are to be joined rtogether. 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 Svastka position. The same Patihka
haads with therr fingers ponting downwards are to be used
to reptesent anytbmg closed, made open, pratected, covered,
dense or private (to be concealed). 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) brcaking against the shore, and an objection.
The Recaka of this hand should be used to represent
encouragement, many [ number], a great crowd of men,
heighr, beating of drums, and flight of birds upwards, And
anything washed, pressed, cleansed, pounded, or holding up
a hill or uprooting ir, should be represented by the palms of
two such hands rubbing cach other. This is also the manner
of representing man and worman,?

combined 13 and Dance-hands 30). Catubsasths in the text should be emended
to saptasasths,

17-26. * lnsaying I too,” ‘of st too,” *by me teo,” “in me o0 and the
Like (Ag)

2 Ag. gives drtailed rules about the use of the peorika hand in oY the eases
mentioned above,
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26-32. Tripataka (Aag with three finger j—:bc chird
finger of the Pataka hand to be bent.

(Uses)z2 It is to be used in representing 1nvocation, des-
cent, bidding goodbye, prohbition, entrance, raising up
fanything],’ bowing [in salutation], comparing,’ suggesting
alternatives, touching [the head with] auspicrous objects or
putting them on the head, putting on a turban or 2 crown
and covering the mouth or the ears. This very hand wrth its
fingers pointing downwards and moving op and down 1s to
be used in representing flight of small birds, stream, snake,
bees and the like. And with the third finger of the Tripataka
should be represented wiping off tears, drawing a Tilaka or
Patralekba® and touching of hairs.

32-37. Two Tripatzka' hands held like a Svastika repre-
sent adoration of the feet of venerable persons (gurs)’. Two
such hands ate to meet each other’s end for representing
marrizge. Separated and moved to the forehead they indicate
a king. When obliquely forming a Svastika they represent
planets.  To indicate an asceric they are to be raised with
palm turned forward.  To represent a door they are to face
cach other. Submarine fire, battle and sea-monsters are to
be indicated by two Tripataka hands, first raised near one’s
face and then moved with the fingers pointing downwards.

26-32. ' Ag. thinks that thus relates to objects hike one’s chin.

? mdarisnam npamincpameyabbizarm (Ag.).

? rocanilsbbanabam-touching (the body) with go-rocansor drawing orna-
mental designs (parrslekbi) on the body with this substance. Gorocand is a
brizht yellow pigment prepared from the urine or the bile of a cow.

33-38. 1 This portion does pot occur 1o all mes, and may well have been
a later addition,

* Pazenus, grard-pacents and the spiritual guide ere. are meant by this
tepm.
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With these very hands should be indicated jumping of
monkeys, waves, wind and women. To show the crescent
moon this hand should put forward s thumb, and to indicate
2 king’s march [against his enemy] this hand should turn
itself towards the back,

38-40. Kactarimukha (scissots” bladesy—the forefinger of
the Tripataka hand s to bend backwards.

(Uses) 3 This [hand with 1ts fingets] ponting downwards
will represent showing the way, decorating the feet' or dymg
them,” and the crawling [of babies]. With fingers pointing
upwards it will represent biung, horn and lerters, And
when the fingets in 1t are turned differently (5. e. the middle
finger 1s bent backwards) 1t will represent falling down,
death, transgresston,” reversion, cogttation and purtting
[anything] 1 trust,

42. And with the two such (samynta) hands or one
such (asamynta) hand should be represented 2n antelope, yal,
buffalo, celestral elephant (asravata), bull, gate (gagiim) and
hull-tap.

42-44. Ardhacandra (crescent moon)—the fingets and
the thumb so bent as to make a curve like a bow.

{(Uses) Wath chis should be represented young trees,
crescent moon, conchshell, jar (kalsds), bracelet, forcible
opening, exertion,' thinness and dunking.  With dhis
[very] Ardhacandra hand women should tepresent girdle, hip
waist, face, Tilapatra® and carting,

3841, Yracanam kastunkading patrabbangidikriyz (Ag.).

* raijanam alaktakena (Ag)

3 vyattkramab eparadbab (Ag).

43-45 ! dyastam khedam (Ag).

2 Mss read talapatra (tadapatra) meaning a kind of esr-prnament (tadanka
of tatanka) It 1s different from kundala which is 2lso an ear-ornament.



177 GESTURES OF HANDS " 45

45-50.  Arala (bent)—the forefinger curved I . a2 bow,
the thumb also curved and the remaiming fingers separated
and turned upwards.

(Uses): With this should be represented courage, pride,
prowess, beauty, contentment, heavenly [objects], poise, act
of blessing and other favourable states. And this, again,
will represent woman's gathering of haits or scattering them
and looking carefully over their entire body. The preli-
minaries to the marnage by bride’s going round the bride-
groom' and [marital] union® are to be represented by two
Axrala hands moving around each other and ther fingers
meeting in the form of a Svastika. And with similar hands
should be represented circumambulation, round objects,
great ctowd of men, objects arranged on the ground.” In
calling any one, in making offering to the manes, saying too
many things, in censure and rebuke etc., wiping off sweat
and enjoying sweet smell, the Tripatdka hands have been
prescrabed before by me, but women ate to use the Arila
hand to represeat these.

51-53. Sukatunda (parrot’s beak}—the ring-finger (chird
finger) of the Ardla hand is bent.

(Uses)zy Wich this should be represented words such as
‘(fc is) not I, «(It is) mor you, (It should) not be done,
invocation, farewell, and saying “Fie (upon you)’ 1n conrempt.

54-55. Musti (fist—Fingets have their ends [bent] into
the palm and the thumb [1s set] upon them.

(Uses):; It is used to represent beating, exercise’ exit,

45-50, ¥ kautukam—pyoibit pArvabbivi vadbivaravor dcirab entars-
vabab (Ag)

* vivibabewagnau sikaips pimgrabanam (Ag).

* Objects such ag Alpand and Howers atranged on the ground  For Alpans
sec L'alpans by Andse et Suzanne Karpelles, Paris, 1930 (2)

54-55. ' Vydyime according to Apg means yiddba
23
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pressing,® shampooing,® grasping sword and holding spears
and clubs.

56-57. S$ikhara {peab)—in chus very hand (mssts) the
thumb raised.

(Uses):3 It 1s used to represent rewns, whip, goad, bow,
throwing a javeltn (fomara) or a spihe (fzkts), pamnting the
two lips and feet and rasing up haus,

58-59. Kaputha (elephant-apple}—the forefinger of the
Sikhara hand to be bent and pressed by the thumb.

{Uses). It s to represent weapons such as sword. bow,
discus, javelin (tomars), spear (kunta), mace, spike (zktr),
thunderbolt and arrows, true and wholesome deeds

60-63. Katahimuhha—the ringfinger and the lrde
finger of this Kapirtha hand to be raised and bent

(Uses)a It 1s used to represent sacmifice,’ oblamon,®
umbrella, drawing up remns, fan, holding a  mucror, draning
[patterns],’ pow dermg, tahing up big suchs, arranging 2 pearl
necklace, weanng garlands, gathenng the ends of clothes,
churning, draning our arrows  pluching flowers, wielding a
long whip, drawing outa goad, a tope, and representing a
woman.

65-71. Stamulha—the fore finger of the Kamhmubha
hand to be strerched.

2 *Presung” of the teats of cows and buffaloes while muillung them, sere-
prdene——mabisyedidobane (Ag)

3 Szmtsbana according to Ag mcans mrtgsdena.

60-63  ? botram—srugads uttnens, Ag,

3 bavyam—apnidyimikbens (Ag)

3 thandanam—drawing decorame patterns or destzns on anything  Ag’s
explanation of this seems to be wroeg, Cf slaksetdakd pariosfim kbands-tc
(deaws the alsba-tdskz 2nd potrsceli) inth~ Aarnlata of Vidjapar, Seced
Haraprasid Sastn, Caleurts, BS £331 (1924) pp. 13-14, and the root £43 4 (10
draw) 1 E. Beagal dialect of Tippera.
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(Uses)z: T shall eell you briefly of 1ts var: . the
forefinger [1n it] is rmsed andbent, movingsidow > - g,
moving up aod down, and moving up without 2 4 rst. By
moving the forefinger upwards [1a this hand] are to be
represented  discus, lightning, banners, blossoms, earring,’
zigzag movement, a cry of appmbatinn,’ young serpent,
young sprout,’ incense, lamp, creepers,' Sikhanda,® falling
down, curve and roundness and with the forefinger raised
this [haud] again should be used in [represcnting] stars, nose,
[the pumber] one, club and stuch. And {dus hand wuh
the forefinger] bent should meet the mouth to represent a
being with teeth, and by the crcular movement of this hand
one should represent the toking away {a man’s] everything.
And the forefinger in this hand should be quite near the
eats in yawning, and by the mouth lowered to represent long
study and long day. And the same should be curved near
the face to represent a sentence. And t indicate ‘no’
or ‘speak’ the forefinger should be strecched, shahen and
moved up.

72-75- This hand should bz shalen to represent anger,
perspiration, hair, ear-ring, armlet and decoration of the cheeks.
And wotepresent pride, <I am,’ enemy, ‘Who is this® man? and
in scracching of the ear it should be held near the forchead.
[And two Siicimuhha hands] should be united to represent
the union fof men], and be scparated to indicate separation,
and to tepresent 2 quarrel the two hands should be crossed,

65-71. ! kermacRlikI—Farragira (Ag.)
* Saying *welldore,” *how beaunful® ete.
3 pallevs but B. balyss

* The text uses two words calli and Ls°F meaning “creeper.” Ag. disnngurshes
betw;cn the two as follows: ali.i-grabbrisyo cillysh and draksiprabbrisye
[FO LR

P hikbarda—kumIrakinim kikapskash (Ag).
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and to show bondage they are to press each other. The
two Siicimukha [hands} facing each other and held separatcly
on the lelt side will represent che close of the day, and held
on the right side they will indicate the close of the night.

76. This hand moved 1n the front will indicate [any]
form, stone, whirlpool, mechanical contrivance and a hill, and
to represent the serving up of meals the same movement of
the hand pointing downwards 15 required

77- To tepresent Siva this hand pointing  downwards
1s to be held close to the forchead and to indicate Sakra
{Indra) this hand 15 to be raised {to the forehead} and held
across it.

78. By two such hands the orb of the [ull moon 15 to
be represented, and to indicate the nsing of Sakra (Indra) (r.c.
ratsing hus banner) 1t should be held close to the forchead.

79- [This hand] moved all around will represent the
orb of the moon, and to indicate Siva’s [third] eye, tc should
be held on the forehead and [in case of] S$akra's (Indra’s)
[eyes st should be] raised obliquely.

80, Padmakofz (lotus-bud}—the fingers 1ncluding the
thumb to be separated and thesr ends to bend, but not to
meet one another.

8x. (Uses)a 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 shightly bent at ats end.

82. [This hand] should be held [to tepresent] offering
Pija to a dewry, carrying tribute, casket, offering the first
funeral cake,* and a number of [small] Rowers, are also to be
indicated by the Padmakosa hand.

8 . 1agrepmda-dina—nindimukbairiddba (Ag)
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83. Two such hands with moving fin
the wrist and turning backwards will rep L.
blown lozus and water-lily.

84. Sarpaiih (snzkehead)}—the finger.  .i.ding the
thumb to be closs to one znother and the palm o be
hollowed.

85. (Uszs)y It is vsed t5 represent the off::rmg of
water, movemsnt of serpents, pouring water fon anythag],
challenging  [for 2 duel], modon of the elephant’s froncal
gfo"acS (Enmbl‘.{) and the [ike.

86. Migafirsa (deer-head)—the Sarpafimh hand with all
its fingers pointing downwards, but the thumb and the hule
finzer raised wp.

87. (Uszgz e is moved o represeac here, now, “fo 15,
to-day, zbls, shaking {wllesers), throw of dice, wipng off
pecspiration and pretanded anger.

83. Kifgul—The middlc and the fore-fingers 2nd the
thumb to be szparated and the rng fingsr to be bent but the
liztle finger saised.

89. (Uses)s By this are to be represented immarars
fruits of various Linds and angry werds of women.

go. Abpallava {Alspadmaka} 2l fingers turned towards
the palm, standing an its sidz and separated from oreanother.

gr. (Uses)s, Itisto ke used for indicating prevention,
words hike +Of whom are you,” *Iz is not,” *nonsenss’ and
2 woman's allesion o herself.

g2. Caztara—the four fingers strecched and the thumb
ben: aear the middle finger.

93- (Usesy1 Itisto be applied in representing palicy,
disaipline, penancs, cleverness, a young gitl, 2 sick person,

83, Y rremiprioaniaii=3iAl (Ag)
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peefidy, gambling, proper words, salutary truth, and tran.
quillity.

94. Dy one ot two such hands moved round should be
represented  openness, deliberation, moving, conjecture and
shame.

g5. By the combined Catura hands are to be repre-
sented lotus-petals compared with eyes, and ears of deer.

96-98  Besides these, the Catura hand s to dicate
spotts, love, brlhance, memoty, intelligence, judgement,
forgiveness, nutrition, conscrousness, hope, affection, reason-
ing, union, purity, cleverness, sweetness, favourableness,
softness, happiness, good conduct, 1ts want, question, livels-
hood, propricty, dress, soft grass, a small quantity, wealth,
defeat, sexual mtercourse, ment and dement, youth, houses,
wives and vanious colours.

99. [To represent] while 1t (the Catura hand) should
be held up, red and yellow are indicated by moving 1t round,
and blue by pressing [one such hand with another].

100  Bhramara (bee)—the middle finger and cthe thumb
crossing each other, the forclinger bent, the remaining two
fingers separated and raised,

to1. (Usesy: Itis used to indicate the plucking of
flowers with long stems such as lotus blue, and  white water-
lily, and earring,

102, It should fall down with a sound to tepresent
rebuke, pride of power, quickness, beating time and produc-
ing confidence.

. 103. Hamsisya (swan-beak)—the forefinger, mddle
“hinger and the thumb close’ to one another and the remain-

ng fmgffs stretched,’

103 1 NMM sty viralatvam msedbaty (Ag)
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ro4. (Uses): It with the shghtly che 3
used specially to indicate fine, small, loase, . _ e,
and softness.

1o5. Hamsapaksa (swan-wings)—the three  hingers
stretched, the little finger raised and the thumb bent.

106-108. (Uses)ad It is used to indicate pouring libation
of water, and things connected with smell, acceprance of 2
gift, Acamana and taking meals by Brahmins, embrace,
excessive stupor, hortipilation, touch, unguent and gentle
massage. It may again be used to indicate according to the
Sentiment, amorous action of women relating to the region
between their breasts, their sorrow and touching of their chin.

109, ~Sandam$a (pincers)—the forefinger and the thumb
of the Ardla hand crossed and the palm a litele hollowed.

110. The Sandaméa (hand) according to the Sentiments
and States, is of three kinds, viz. that [held] 1n front, that
near the mouth and rhat on one side.

t11-115. (Uses)] In representing the plucking of
flowers, taking up grass, leaves, haws or thread and holding
or pulling out an arrow or thorn the Sandam$a should be
beld 1n one’s front. And o tepresent taking off 2 flower
from its stem, the wick [of a lamp], [collyrium] stick, etc.
hlling up [any vessel with any thing], in saying ‘fe [upon
you'], in anger, this should be held ncar the mouth. To
tepresent taking off the sacred thread, piercing a hole fin
peatls and simular objects], bow-string, fineness, arrow, and
objects aimed ar, yoga, meditation and small quantity frwo]
such hands should be combined. This shown by the left
hand held on one side and shightly turning its tp 1s used to
tepresent softness, abuse and envy. It is used also to indicare
painting, colouring one’s eyes, dchberation,/item,,kfirawing
Patralehhi and squeezing of lac-dye by women. e
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Gestnres of Combined bands

126. O the best of Brahmins, these are the un3« hands
described by me. Now hear about the combined hands
which I am going to describe.

rz7. Afjali—Putting together of the two Patzka hands
is called Anjali.

(Uses)s Iris wsed to greet gods, venerable persons
{gurs) and friend.

128. In greeting gods it is to be held on the head, in
case of venerable persans hke father, teacher etc. it is to be
held near one’s face, and for greeting the friends 1c is to be
placed on the chest and in case of the remaining persons
thete is no fixed rule.

129. Kapota (pigeon)—Two (Afjak) bands meeting
on one of theic sides will make the Kapora band. Listen
about its uses.

130. {Uses)z Itisco be used ro indicate an approach
with inimical intention, bowing and talking ro 2 venerable
person.  To indicate cold and fear, women are to hold this
hand on their breasts.

131. The hands [sHowing the Kapota gesture] refeased
after the meeting of fingers will indicate anxtous words, or
‘This much can be done’ or *Nothing more ¢an 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. Svastka—Two Arila or Vardhamina hands
upturned and held rogether at the wrists on the lefe side will
form the Svaseika, It is to be used by women.

24
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135, (Uses)m When the hands zre separated from
the Svastika position, it will indieate directions, clouds, the
sky, forests, seas, seasons, the earth and similar [other]
extensive things.

136. Kzgzkiavardhaminaka—IWhen one Kataki (mukha)
hand is placed on [the wrist of] znother Kataki [mukha)
hand, the Kamahivardhaminaka hand will be produced.

(Uses)3 Tristo be used in movements conpected with
lIove-making and o bowing [to a person].

137. Ursafiga—When the Arala hands zrz contrznly
placed and are held uprurned and bent, the Utsanga hand
will be the resule.

(Uses): It is used to indicate feeling of tonch.

138. It is also nsed to indicate 2ccs of anger and
inthignation, i pressing of hands sumlar 1o women’s acts of
jealousy,

139. Nisadha—When the Kapirtha hand surrounds the
Mukula hand the Nisadhz hand is mzde.

140, (Uses)y Its used to indicate collecting, accep-
tance, holding, a doctrmne, and 1o indicate brief truth the two
hands are to press {each other).

140. Ka-Kba: Nisadha—The left hand holding the
[right] arm above the elbow 2nd the right hand similary
touching the lefr arm with a clenched fist will makea
Nisadha hand.

140.  Ga, (Uses}3 It is to indicate patience, intoxication
pride, elegance, eagerness, vazlour, arrogance  self-conceit,
haughriness, motionlessness, steadiness 2nd the like.

141. Dola—When the two shoulders zrear ease in 2
Karapa and the two Patika bands are henging down the Dola
hand is produced.

142. (Uses)3 Iristo be used in indicating hurry,
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sadoess, fanung, fir of imowcausn, exc e ct
tllness and wound by a weapon.

143. Pusprpum—Two Sarpadicah ha . t1 their
fingers close to one another meetng on on: sids very closely
will give dse to the Puspapata hand.

144. (Uses)ilc 1s to be used to indicate the recetving
or carrying of rice, frutts, flowets, foods and lawfully ebtained
moncy of vartous Linds and the carrying and removing of
water,

145. Makara—\When the tno Pataha hands with therr
thumbs raised ate turned down and placed on each other the
Makara hand s produced.

1.46. (Uses)™ It 1s used to indicate lion, tiger, elephant,
crocodile, shark and fish and other carnivorous animals

147. Gajadanta—Two Sarpafirsh hands touching the
opposite arms between che shoulder 2nd the elbow will give
rise to Gajadanta band.

148. (Uses)® It s to be used to indicate the carcying
of the brdegroom and the bride, excessive weight, clasping a
pillar and wprooting 2 hull or 2 block of stone.

149. Avahittha—When the tno Subatunda hands meee
each other on the breast and are bent and then slowly low-
ercd, the Avahittha hands will be the result.

150. (Uses). Itisto be used wn 1adicaung weahness,
sigh, showing one’s bedy, thinness [or the body} and longing
[for a beloved].

151.  Two Hamsapahsa hands cumed down will be che
Lnown as the Vardhamana (Uses) 1 It 1s o be used to
represent the opznmg of objects hibe latticed windows.

152. The two hinds of hands (stngle and combined)
desenibed  briefly may be used elsewhere alss 1n conformicy
with the rules laid down here.



1%, 162 THL NATYASASTRA 288

General vales regarding the use of hand gestures

153 Inacting, band [gestures] should be selocted for
their form, movement, signifscance, and class according to the
personal yudgement fof the actor].

154, There 15 no gesture (I, hand) chat cannot be
used i indicating [some] rdea. I have profusely described
whatever forms (ltc. gestares) ate usually scen [to be as-
soctated with different tdeas.

155, There are besides other popular gestures {lit
bhand) connected with other tdeas, and they also ate to be
frecly vsed along wih the movements wnspiced by the
Sentiments and the States

156 These gestures should be used by males as well as
fenmiles with proper regard to place, occasion, the play under-
tahen and 2 suttabiliey of thes meaning

Different movements of hand gestures

157 Lshall now describe the varied movements which

these gestures (lir, hands) [should] have 1o connexion with
[dferene] Sentiments and Scates.

158-160.  [These movements ate] s, drawing upwards,
dragging, drawing  aur, accepting,  hilling, beckontng,
urging, bringing cogether, separating,

protecting, celeasing,
throwing,

shalang, gtving away, threatemng, cutting, pier-
tng, squeezing and beattng

161, Hand gestures according to the theory of His-
trionic Representation ate to have thece kinds of general
movements, viz upwards, sideways and downwards,

162, These movements of hands should a¢ the time of
their use, be cmbellished by means of [sutable]

expressions
in the eyes, the eyebrows and the face



189 GESTURES OF HANDS 16,

Spberes of band gestrres

163. The experts are touse the hand gest tding
to the popular practice and, [in chis matter] choy shsuld have
an eye to their movement, object, sphcre, quantity, appro-
priateness and mode.,

164. Hand gestures of persons of the supenor type
should move near their forehead, that of the middling type
of persons at abour cheir breasts while the inferior persons
[should move their hand gestures in tegons] below this.

Quantsty of gestures

165. In the superior persons, hand gestures should
bave scanty movement, in the middling ones there should
be medium movement, while in the acting of the ordinary
persons, there should be profuse movements of hand gestures.

166. Tor relevant purposes the hand gestores of persons
of the superior and the middling types should conform the
definition given [in the Sastra] whtle gestures of persons of
the inferior type should follow the popular practice and their
[own] natural habir.

167. But when [specially] different occasions or times
present themselves, wise people should make contrary uses
of the hand gestures.

168-171. While 2 petson is to represent himself as sad,
faiming, ternified, overcome with disgust or sorrow, weak,
asleep, handless, inactive, drowsy, inert, sich, actacked with
fever, seized with panic, attacked with cold, intoxicated,
bawildeted, mad, thoughtful, practising austerities, restding
m a cold regron, prisoner under arrest, running very swiftly,
speaking in dream, suddenly moving away and bursting nails

e i5 not to use hand gestures, but he should resott to the
Satevika Representation as well as o the change of voice
suitable to the different States and Sentiments.
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IX 15
At the time of verbal acting {1 . when the actor
. l?-.'JL Ius pace) the eyes and the look are to be disected
will fpt; at whick the hand gestures are moving, and thete
o poll

hould be proper stops 5o that the meaning may be [c]cady]
should be

c;prcsscd (f

.
1753

it seen)t )
These arc the hand gestures conneceed with the

various Linds of Hiserionic Representations. 1 shall now speak
of Dance-bands {r e gestures to be used 10 dance)
Dance bands

174 Caturasta—two Katahamuhha hands held forward
crghe Angults away [from one’s chest,] the two shoulders and
clbows on the same level

175 Udvitta—the two Hamsapahsa hands waved ke
2 palmleaf (fan). Its alternative name s the Talavinta
{palm-leaf),

176.  Talamukha—the two hands from the Caturasra
positon to be held obhiquely facing each other.

177. Svastha—the Talamukha hands crossed at the
wrists , but released after this chey ace called Viprakima.

178, Ardlahacahimubha—the ewo Alapallava (Alapad-
maka) hands with palms upwards changed inco Padmakoa
hands.  Its another name 15 Arilshatala.

179. Aviddhavaheraha—The two hands ate to have 2
gracctul (Ratild) movement alter tonching [successively] the
opposite shoulder, clbow and hands, and the palms {of the
Hands] moved are ro tucn towstds the back.

180.  Sicimubha—The two Sacpafirah hands with theit
thumbs rouching middle fngets ate o strerch therr ups
obliguely.

181, Reata~—the two Hamsapahsa hands  swiily
moving with the padms facing upward  This is lke the
ordinary Recita [of che hands].
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182. Ardharecita—The lefc hand should L. the
Caturasta and the right hand as in the Recita.

183. Uttanavaficita—The two Tripatzka hands are
slightly bent obliquely and the shoulders and the elbows are
moved.

184. Pallava—the two Pataka hands jotned at the wrist.

Nitamba—the two Pataka hands raken our from the
shoulder fto the hip].

185. Kefabandha—tHe two hands moved out from the
hair-knot (kefabandba) and held on the sides.

186. Latai—the two hands to be obliquely stretched
sideways.

187. Karihasta—the Laci hand held up and swung
from side to side and the Tripataka hand held on the ear

£88. Paksavaicitaka—one Tripatika hand placed on
the waist and another on the head.

18g. Paksapradyotaka—the Paksavaficitaka hands chang-
ing places (s e. the hands placed op the waist to be put on
the head and vice versa).

rgo, Dandapaksa—the two Hamsapaksa Hands moved
altetnately and then held cut like a staff.

191. Ordhvamandali—the two hands to have circling
movemeat niear the upper region {s.c. the upper part of the
body).

Parévamandali—the same movement made on one side.

192, Uromandali—after circling movements one hand
to be raised up and the other to hang down, and movements
to tahe place near the breast.

193.  Urshpatévirdhamandala—the Alapallava (Alapad-
maka)_ and Arila hands moved by turns above the chest and
by the sides.
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194, Mustikasvastika~the two Katakimukha hands
bent at the wrists and moved round.

1g5. Nalnipadmakofa—the hands to be moved by
turns with Vyavartita and Panvartita Karana,

196.  Allapallava—the two hands to have the Udvestita
Karana tn their movements.

Ulbana—the two hands to be strerched up and waved.

197. Lahta—two [Ala]-pallava (Alapadmaka) hands to
be moved above the head.

Valita—the two Latd hands crossed at cherr elbows.

Dance bands

1g8. The Dance-hands are to be wused in forming
Karanas, and hands such as the Pataka should be used 1
representing the meaning [of words].

199. [But] somerimes, out of necessity their uses are
mter-changed, and the names given are due to their predomi-
nant use tn drama and dance.

2ac.  The Dance-hands arc of ewo kinds;singleand com-
bined. I shall now speak of hands in relatron to the Karagas.’

Karanas of Dance bands

201-202  [nstrucrors of hand gestures are to note care-
fully the four classes into whrch all such gesturesare grouped.
The four classes are: Avestira, Udvestita, Vyavarita and
Partvartita.

203, Avestitay  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] 15
called Avestita,

204. Udvestita§ When the fingers beginning with the
first one [forefingers] are gradually poincing outwards at the

200, This Karana is evidently from the K. mentioned in IV, 62,
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2
time [the hand] moves round, the Karama ¢ ced 1s
called Udvestita.

205, Vyavartita;g When fingers beginnin: with che last
one (the little finger) are gradually pomung 1owards at the
time [the hand] moves round, the Karana thus procluccd 15
called Vyavartita,

206. Parivartitazy When the fingers beginning with the
last one (the lietle finger) are gradually potnting  outwards at
the time [the hand] moves round, the Karana thus produced,
is called Parivartita.

207. Hand gestures in their [vartous] movements when
applied m drama and dance should be followed by Karapas
having [apptoptiate expression of] the face, the eycbrows and
the eyes.

Alovements of arms

208-20g. Persons dealing in drama and dance have
ptesctibed ten [movements] of atmsei Tiryak, Utrdhvagata,
Adhomukha, Aviddha, Apaviddha, Mandala, Svasuka,
Aifiata, Kuficita and Prsthaga.

210. O Brahmins, I have now finished the brief descrip-
tion of rules regarding the Karanas and shall speak afterwards
about the movements of the brease, the belly and the stdes.

Here ends Chaprer IX of Bharata’s Natyasastra,
which treats of the Gestures of Hands.



Cuaprer TeEN
GESTURES OF OTHER LIMBES

Breast

1. The breast 1s known to be of five kinds: Abhugna
{slightly bent), Nubhugna (unbent), Prakampita {shaking),
Udvahita (raised) and Sama (natural).

2. Abhugna (shghtly bent}—(the breast) lowered, back
Ingh, shoulders shightly bent and at tmes loose (not suff).

3. (Uses)a n hurry, dcspalr, fainting, sorrow, fear, sick-
ness, brohen heart, touching of cold objects, rans and being
ashamed of some act.

4. Nubhugna (unbentj—(the breast) stiff, back depressed,
shonlders not bent and raised.

5. {Uses)s, in paralysis, having resentment, look of
surprise, assertton of rtruth, mentioning onesclf haughtily,
and excess of pride.

6. Prakampira (shaken)—the breast incessantly heaved
up [and down].

7. {(Uses) _1n laughtcr. Weeping, Weanness, pa!ﬁc. [fit
of] asthma, hiccup, and misery,

8  Udvzhita (rased}—the breast raised up.

(Uses).in (representing)  deep breathing, viewing sotne
lofty [object], and yawning.

9. Sama (natural)—All the limbs being in the Coturasta
and with Sausthuva the breast will be called Sama {natural).

Sides

10, I have properly described the variety of the breast
movements  And I shall now define here the two sides.



195 GESTURES OF OTHER LIMB» r

1. Sides ate of five hinds, viz., Nata \ata
(rused), Prasirita (extended), Vivartita (t: a) and
Apasrta (drawn away).

12-15. Nata (bent}—the waist shghely beor  one side
shghtly bent, one shoulder drawn away shightly.

Unnata (raised)—the other side [on the assumption of
the Nata position] will be Unnata (raised), [because 1n rela-
tion of 1t] the waist, the side, the arm and the shoulder will
be taised.

Prasarita (stretched)—the stretching of the sides 1 ther
{zespective) directions,

Vivartita (turned round}—the Trika (sacrum) 15 to be
turned round.

Prasrea (drawn away)—the side restored to 1ts original
positzon from the Vivartita movement [described above].

These are the definitions of the vartous kinds of side.

Uses of Stdes
16-17. Nata (bent}—in appreaching any body.
Unnata (raised}—in gong backwards.
Prasina (stretched)—1in joy and the like.
Vivartiza (turned round)—in turning abour.
Apastra (drawn away)—in returping.

Thesc ate the uses of sides. Now listen abour those of

the belly.
Belly

18. The belly s of three kinds: Ksima (thin), Khalva
(depressed), and Pima (full). Of these, the thin (belly) 1s
Ksima, the bent 15 Khalva and the full belly 15 Pirna.

Uses of the belly

tg-zo. Ksima, (thin): in laughter, weeping, tnhalation

and yawnmng,
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Khalva (depressed): in sickness, penance (tzpzs), Weari-
ness and bunger.

Piitpa (full) in emitting breath, corpulence, disease, too
much eating and the bhe.

These are the uses of the belly. Now lsten about that
of the waist.

Wasst

21-24. The waist un dance and drama s of five kinds,
viz. Chinni (turned aside), Nivreea, {turned round), Reci
{moved abour), Prakampitd = Kampua (shaken) and Udvabui
(raised).

Chunni (turned aside)—1n turning the muiddle of the waist.

Nrvrud (turoed round)—in tuming to the front from the
everse posxuon

Recita (moved about}—wn moving in 2ll directions

Pralampita (shaken}—in obliquely moving up and down.

Udvihiti {raised)—in rasing the two sides of the waist
5]0\\’])’.

These ate the movements of the waist. Now listen abour
their nses.

Uses of the uast

23 26, Chinnd (tumned aside)z in eacrcising [the limbs},
hurry and looking round.

Nivetd (turned round):, w0 turning round.

Reciti (moved about):in movements [of the gencral type]

Prakampita (shaken):, in the walling of huonch-backs,
dwarls and pzrsons of the inferior type.

Udvshita (raised): in the [movemenr of] corpulent
[persons] and the amorous movements of women
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Thigh

27-30. The thighs have five condition \ampana
(shaking), Valana (curning), Stambhana (~  alessness),
Udvartana (springing up) and Vivartana (tutn.ug round)

30-32. Kampana (shiking)—raising and lowering of
hecls repeatedly.

Valana (turning)—drawing the knees inwards [while going].

Stambhana (motionlessness)—suspension of movement,

Udvartapa  (turning  very quickly)—observing  Valira
(Valana) with force.

Vivartana (turhing round)—drawing the knee inwards
and moving ir.

Uses of the thigh

32, Kampana (shaling)z in the frightened movement
of persons of the infertor type.

Valanaz} in the movement of women at case.

Stambhana;] in perturbation and despair.

Udvartana:l in exexcising [limbs] and the Class Dance.

Vivartana: in going round due to causes like hormy.

33. Similar other [conditions of the thigh] as chey are
found tn popular practice, may be assumed.  So much about
the description of the thigh. Now listen about the shank.

Shank

34-37- The shank s of five kinds, viz. Avartita (curned)
Nata (bent), Ksipra (chrown out), Udvahita (raised) and
Parivrcea (turned back).

Avartita (turned)—the lefe foot turning to the right and
the right fonc] to the left.

Nata (bsnt)—the knee bent.

Ksipta (thrown out)—shank chrown out
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Udvihita (ratsed)—zaising (2 shank) up.
Panvreta (eurned back)—the curning back [of a shank].

Uses of the shank

38-q0. Avartta (turned)i in the Jester's walking.

Nata (bent):in assumung Sthina (standing) and Asana
(situng) postures.

Ksipta (thrown out)s the exercise  [of limbs] and the
Class Dance.

Udvihita (raised) 1n movements hke quick (dvrddba)
walking

Parivreea (turned back}.in Class Dance and che bike,

These are the movements of the shank  Now listen
about the movement of feet.

Eeet and their uses

41-50. The feet are of five hinds, viz, Udghamm.
Sama, Agratalasaficara, Afiaiea and Kudcita.

Udghattita—standing on the fore pare of the feet and
then touching the ground with the heels.

{Use)sdn pracuce this 15 to follow the Udgharrita Karans
and this should be applied once or more tn the Ingh or
medum speed.

Sama (natural}—[feet] naturally placed on an even ground.
It relates to representing a natural posture.

{Use) 4 Ie should be hepe still in representing the natural
posttion of the body 1n connexion with the various Karanas,
but in the Recaka movement of the feet 1t should be moved.

Agratalasaficara—the heels thrown up, the big toe put
forward and the other toes bent.

{(Uses).y This [ts to be used] 1n urging, breaking, stand-
g posture (sthanaka), kicking, stuking the ground, walking,
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51
xhrowing away [something], various Recaha r1 v 5 and
walking forward when there is a wound at the h.-|

Aficita—the heels on the ground, the forepait ot the feet
raised and all the toes spread.

'(Uscs)_:] It is to be apphed 1n representing a movement
with wound at the forepart of the foot, turning round 1n every
way, loot being struck [by something] and 1 various Bhtamari
movements.

Kuficita—the hecls thrown up, toes allbent down and the
middle of the feet too bent.

51, (Uses):Ie 1s to be used 1 aristocratic (wditta) gaic,
wurning round to the nght and vice versa and i the
Aukrantz Cari.?

Caris

52. Persons practising [the Caris] should take up simul-
taneonsly the movements of the feet, the shanks and the
thighs. [For] in the movement of feet are included all che
movements of shanks and thighs.

53. The thighs follow the way in which feer are
moved, and these two [limbs] constutute together the Cari of
the feer,

54. These are the descriptions and uses of [various]
limbs. I shall now deseribe the system of [different] Ciris.

Here ends CHapter X of Bharata's Nacyasistea,
which crears of Gestuses of other Limbs

e e ———

51, 1B, readsafter this three additional hemustichs which define cke Siica
foot a5 follows: The [cight foot with 1ts] heel rassed resting on the big toe
and the left foot in the natural posttion consttute the Siici fect. It it used in
dance and playing the Niipura



CuapTer ELEVEN
CARI MOVEMENTS

Definstions

1. Moving thus simoltaneously feet, shanks and che
hep is Cani.

2. As the Cins prescribed by rules and connected with
[different] himbs relate to (vyayacebante from vya-yam = stretch
out £o) one another, they constitute (lit. are called) a vyayama
(system).

3. Cari _ The movement [mainly] with a single foot, 15
called the Cari.

Karana' : The two feet moving [togethet] 15 called the
Karana,

4 Khanda:, A combimauon of the [three] Karanas s
called the Khanda.

Mandala: Three or four Khandas combine to make up
the Mandala.

Uses of the Cari

5 From the Caris proceed dance as well as movenents
{in general] and release of missiles, and [the stage] fighting
[1n gencral] should be made with the Cars,

6. Whatever has been described as Histrionic Repre-
sentation 1s included an the Ciris, and no part of it can take
place without the same.

7. Hence 1 shall describe the rnles of the Caris which
are to be used m dance, ordinary movements and fights [on
the stage].

3 X This karana should be disunguished from that mentioned in IV. 30,
3475 61E.
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Thirtytwe Caris

8-10  The following stteen are the eac (v 2am8ms)
Gatiszp  Samapad3,  Sthadvard, Sakatisya Aahyardhihg,
Ciasagaty, chyavi, Edakalndus, Baddhi, OUrudveeea, Addied,
Utsyanduei,” Jamits, Syanduz®, Apasyandua,” Samotsanita-
matalli and Matalls,

11-13.  The aera] (Fhizstks) Ciris are sixteen 1 nusmber.
They are as follows:, Atihtdntd, Apakrintd, Pirdvakrinea,
Urdhvajanu, Siici, Nipurapadika, Dolapidi, Aksipd, Aviddhi,
Udvrtta, Vidyudbhrantd, Alatd, Bhujangateasiia, Harnapluig,
Danda and Bhramari,

Earthly Ciris

14. Samapadi—the two feet close together, the nails
[of the toes] meeting, and standing on the spor.”

r5. Sthudvarta—one Agratalasaficasa foor drawn up to
cross the rematning foot and this movement repeated with
another foot after separating the two

16, Sakatasyi—the body held upright, one Agratalasag-
cara feot put forward and the breasc being Udvahita.

17, Adhyardhihi—the lefe foot on the backh (n.e. heel)
of the right one, the latcer to be drawn anay [a Tils and
half a pare].!

18. Casagatt—the nghe foot put forward and then
drawn back and at the same time left foot drawn bach and
put forward afrernards

3G reads these mames as Utspandini, Apaspandits avd Spandua and B as
Utspanduii, SyanduZ, and dpasyandies I have taken the toot ryand as the
basis of all these nam=s Mss erratically gne esyand-ard «spand-,

% Sce note ¢ above. 2 1bed

13 1 On the appropriateness of this pame scc Ag

16, 1 The exact measure (1} #3l4) 15 given by Ag

26
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19. Vicyavi—scparating the feet from the Samapada
position and striking the ground with their fore part.

20. Edakikpnditi—jumping up and down with the
Talasaficara feer,

21. Baddhi--The sideways movement of the thighs
when the two shanks are crossed.

22. Uradvrtti—the beel of a Talasaficara foot placed
outwards, one of the shanhs to be slightly bent and the thigh
turned up.

23. Additi—one Agratalasaficara foot rubbing against
the fore part or the back of another foot.

24. Utsyanditi—the two feec to move gradually side
ways (lit. in and out) in the manner of the Recaha.

25, Janiti—a Musti hand held on the breast and
another Hand moved round, and the feet to be Talasafcara.

26. Syanditi—one foot put forward fve Talas away
from the other.

Apasyanditi—the reverse of the Syandita Card (f.e. another
foot being put forward five Talas away from the othet).

27. Samotsantz-matalhi—going back with a circular
movement and the feet bemng of the Talasaficara kind.

28.  Mattall—going back with a circular movement and
hands being Udvestita 2nd motionless.

2g. These are the Cans used in personal combat as well
as in the Karanas. [ shall now describe the aerial Caris.

Aerial Caris

30. Atikrainti—a Kuficita foot thrown up, put forward
and eaused to fall on the ground.

31. Apakianti—the Valana posture of the two thighs,
a Koiicita foot raised and thrown down sideways.



32. Pirdvakrintd-—one foot Kuficita a1 d Vo
up and brought near the side.

33- Urdhvajinu —throwing op a Kuficr 4+ ot and as
knee brought up to the level of the breast 2ni the remammng
knee without movement, and then this second foot thrownup
in the manner of the first, and the first foot kept motronless.

34  Sici—a Kuiicira foot thrown up and brought above
the knee of the rematning foot and then to let 1t fall on 1rs
fore part.

35. Niipurapadiki—one Aficita foot raised up and taken
behind anocher foot and then quickly caused to fall on the
ground.

36, Dolapidi—one Kuficita foor thrown up and moved
from side to side and then caused to fall on the ground as an
Ancrea foor.,

37. Aksipti—one Kuficita foot thrown off and then
placing 1 quickly on an Afcita foot by crossing the shank of
the remamning leg.

38. Aviddhi—one Kuficita foot from the Svastika posi-
tion strecching and falling on the ground quickly as an
Ancita foor.

39. Udvrna—the (Kuficita) foot of the Aviddha Car
taken round [the thigh of the remainimng leg] and thrown up
and then caused to fall [on the ground].

40. Vidyodbhranti—one foor turned to the back and
after touching 1ts top part to be stretched, and the head
moved 1 a crcle,

41.  Alati—one foot stretched backwards and then put
in and afrerwards caused to fall on its heel.

42. Bhupangatrasui—ons Kuficita foor thrown up and
the waist and the knee being turned round and the thigh
[of the remaining foot] to be turned round toe
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43. Harnapluti—the foor 1n the Avkrantd Cari to be
caused to fall on the ground after a jump, and the shank of
an Aficita foot to be put 1n the Ksiptd posture.

44. Dandapidiz the foot i the Niipura-[padika] Ciri
to be strecched and quickly to turn.

45. Bhramari: the foor i the Atikeintd Cari to be
thrown up and the entire body turned round (ht. the Trika
turned round) and then the second foot to be moved on its
sole

46, These are the aeral Cars, consisting of graceful
movements of limbs. These are to be applied 1n the release
of weapons like an arrow and the thunderbole (vayra).

47- O Brabmuns, i all these cases the two hands should
according to the circumstances, either precede, go simultane-
ously with or follow the feet.

48. Where the foot [moves], there the hand [should
follow] and where the hand [moves], chere the entire bedy.
{Hence] after taking a step, all the minor limbs should be
made use of.

49. When 1 course of a Cars 2 foot comes to rest on
the ground the [corresponding] hand should be moved round
and brought on the waist,

50 [ have finshed descubing Cirs  consisung  of
geaceful movements of hmbs. I shall now speak of Sthinas
(standing  posture) to be used tn the release of missiles of all
kinds

Sthanas

51. Six Sthinas (standing posture) for men are
Vasnava, Sampida, Vaidakha, Mandala, Alidha, and Pratya-
lidha

52-53. Vaisnava—the feet two Tilas and a halt apatt,
one foot 1n the natural posture and another obliquely placed
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with tocs pointing sideways and the shank . o d
limbs with Sausthava. Visnu is the pr . ot
this Sthana.

54. (Uses)zi From this Sthina persons i the supertor
and the middling types should carry on therr ordinary (bae.
natural) conversation in connevion with vanous duties.

55. It should also be assumed 1n throwing a disc, hold-
ing a bow, in patient and stately movement of the limbs,
and in anger.

56-58. On being reversed 1t 1s to be used tn anger of
love. And stmilarly 1n the administration of rebuhe, and wn
love, distress, apprehension, envy, cruclty, assurance, and re-
collection, 1t is to be assumed when the Erouc, the Marvell-
ous, the Odious and the Heroic Sentiments are promineatly
introduced.

59-60. Samapida—the feet in the natoral posture and
Lkept ane Tala apart, and the body with the natural Sausthava
Beahmi is s presiding deity.

61-63. (Uses)zle should be assumed in accepting bles-
stngs from the Brahmins’, 2nd in mumiching birds, The
bridegroom at the marriage ceremony, persons in the sky,
chariot and aeral car (viming), person’ of marked sects
{lisgastba) and persons practisng vows are abo to
assume this.

63-65. Vaifikha—the two feet three Talas and 2 half
apart and the thighs wichout motion; [besides this] the two
feer to be obliquely placed pointing sideways. Shanda
(Kirtikeyz) is its presiding deity.

65-66. (Uses)5This Sthana should be assumed in riding

horses, and in exewise, exit [from any place], mimiching large

Sbo ¥ osprameigala—ciprah yon mangalifmeseanids cee. (Ag ).
¥ Ligastbin—ierIdyibh vretasthi ardboatiyidi prajiengdb () (Ag).
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bitds, practice of shooting arrows and in the Recakas [of
the feet].

65-66. Mandala: It relates to Indra (r.e. its presiding
deity is Indra). In it the feet are four Talas apart and they
are obliquely placed and turned sideways, the waist and the
knee are 1n the natural position.

66-67. (Uses) The Mandala Sthina should be assumed
in the use of weapons like the bow and the thunderbolt, driv-
g of elephants, and mimicking farge birds.

67-68. Alidha.The right foot 1n the Mandala Sthina
drawn five Tilas apart [from the other foot] will make the
Alidha Sthina, Rudrz ($Siva) 1s 1ts presiding deity.

68-70. (Uses)sThis Sthina should be assumed tn all
acts relating to the Heroic and the Furious Sentiments, duel
of wrestlers and 1n the reptesentation of enemies, an attack
[on them], and release of missiles

70-71. Pratyalidhazi When the righe foot is bent and
the Iefe foot 15 put forward in the Alidha Sthina the Pratyi-
lidha will be produced.

71-72.  (Uses), After taking an aim from the Alidha
Sthina the missle to be [actually] rteleased from the

Pratyilidha Sthana. The actor should release various weapons
from this Sthina.

Four Nyayas in using weapons

72-73-  Theze are four Nyayas (ways) of using weapons
(he. releasing missiles), viz. Bharata, Satevata, Virsaganya,
and Kaifika,

73-74. In the Bharata[Nydya cHe weapon] should strike
(tit. cut) ac the waist, in the Sittvata at the foot, in the Var-
saganya at the breast and n the Kaiéika ac che head.
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74-75. In these Niydyas arising out
actors should walk abogyt [on the stage] at)
using weapons.

75-76. The Nyiyas (way) are so cale. cauause fights
[on the stage] atc niysnte (carred on) wich the Angshiras
relating to the Nydyas and ansing out of them.

76-80. Bhirata:Putting forward the shield with the
left hand and tlhing the sweapon the actor should
walk about on the stage.  Stretching the hand forward fully
and then drawing it back he should move the shield ac
his bach from side to side and floursh the weapon
around his head, and it should also be turned round [about
the wrist] ncar the cheek.  And again the hands holding the
weapon and the shicld should be Hourished gracefully atound
the head.

81-8B2. Sittvataul shall now speak of walking abour in
the Sacevata Nydya, In 1t the same flourishing (re. as in
Bbarata) of the weapon and the shicld holds good, bur this
{the flourishing of the weapon) should tahe place at one’s back.

82-83. Vargaganya. The walking sboutin the Virsaganya
Nyiya will be similar o that in the Sittvara, and the
weapon and the shield also should be flourtshed similarly
but these should go round the head.

84-85. KadikayThe flousishing of the  weapon
neat the breast or the shoulder which is to mke place in
the Bhitarz [Nyaya] will bold good in case of che Katsika.
But [in the latter] the weapon should be made to strike
only after being fourished over the head.

85-86. With thess graceful movements of the hmbs,
weapons like the bow, the thunderbolt and the sword are to
ke Aourished at the uime of their use.
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86-88. In the stage-fight there should be no [actual]

prercing, cutting or flow of blood and the actual stnking.
The use of weapons (It release of mussiles) should be done
with its mumicry, or the cutting off [of any one’s hmb]
should bz represented, according rules, by the use of gestures
and postures onl}.

87. The exercise should be performed in the Angahiras
embellished with the Sausthava and accompanied by music
with [proper] tempo and Tals

Sausthava

8g9-92. Those petforming exercises  [ix Angahiras]
should vake care of the Sausthava, for the limbs without 1t
(Sausthava) create no beauty (i, do not shine) 1n drama or
dance. The Sausthava of limbs 1s to be presented by bang
still, unbent ar ease, nor very uptight and por much bent,
When the waist and the earsas wellas the elbow, the
shoulder and the head are an ther natural posiion (sama) and

the breast 15 ratsed 1c will be the Sausthava [of the body]

Catnrasra
92-93. Caturasra . The Varspava Sthina with the two
hands moving abour at the watst, and the navel rogether with
the breast raised, 1s called the Caturasra of the limbs.

Four acts relating to the bow

93-94. There are four acts relating to the bow, viz. pre-
panng (partmarjang), taking an arrow (@dana), tahing an aim
(sandbana) and shooting (moksana).

9495 The prepanng (parimarjana) 1s the bending [of
the bow}], taking {grabana) 15 the polling our of [che arrow],
tahing an aim (sandbing) 1sto put the arow to the bow
and shooting (moksap4) 1s the release [of the arrow].
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Method of exercise

95-96. One should perform exercis: | - airas
and Cirds] on the floor as well as [high up e auw, and
should have beforehand one’s body massazed with the
[scsamum] oil or with bacley pruel.

96-97. The floor is the proper place (lit. mother) for
exercise. Hence one should tesort to the floor, and stretch-

ing onesclf over it one shonld take exercise.

Health and nonrishment of per:a.m taking exercise

97-99. For the strength of body one should take [pro-
per] nasal medicine and get oneself purged [lit. tesore to the
rule rezarding the abdomen], take oy food, juice of
sugarcape and sherbet.  For, vitality 1s dependent on onc's
nourishment, and the exercise is dependent on vitality. Hence
one should be careful about one’s nourishment. When bowels
are not cleansed and one is very tired, hungry, thirsty, has
drunk too much [water], eaten too much, one shouyld not
tahe exercise. The wise [teacher] should give training in
exercise to fiis pupil who fhas a graceful Gody and square
breast and is not coverad with garment.

100, These are the rules regarding Ciris in connexion
with the exercise of [limbs]. [ shall hereafter speak of
different Mandalas.

Here ends Chapter XI of Bharata's Nityasastra,
which treats of the Rule of Caris.
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CuapTER TWELVE
MANDALA MOVEMENTS

Mandalas

1. [ have now properly described Ciris in connexion
with the use of weapons (lit. release of misnles). [Now]
learn about Mandalas arising cut of a combination of Catis.

2-3. The zenal Mandalas ares] Aulranta, Viatra,
Lalrtasaficara, Stewviddha, Dandapida, Vihrta, Alata(ka),
Vimaviddha, Lalita and Kranea.

3-5. The earthly Mandalas are Bhramara, Ashandita,’
Avarta, Samotsarita, Edahahridita, Addita, Sakatisya,
Adhyardha(-ka), Pistakurea and Cisagata.  Listen about their

descraption,

Aersal Mandalas

6-g. Atthtinta—the right foot [to be moved successt-
vely] in the Janui Cin and [the Sakarasya Cari in which the
breast 15] Udvihita, the lefr foor in the Alatd Card and the
nght foot an the Pardvakeanta Can, (next) the left foot in the
Stici Cari and the nght foot in the APaLrintﬁ Cart, [again}
the lefr foor [successively] i the Stici Cari and [the Bhramari
Citi by] turning the Tmka, (then) the nght foor i the
Udvritea Carf and the leftfoot in the Alts Cari which should
be changed (lic. divided) to the Bhramari Cari, agaih this Ieft

foot 1n the Alitd Cir and the nght foot in the Dandapida
Cari.

35, ! Mss, sometimes  give this name as Zspandita which seems to be 2
cortuption for Zskandsta. Cf,  The note 1 M§- 7-9
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10-13. Vicitra—the right foot [successively R
1 the Jenitz Cird and i the Talesaficara’ ¢ -a),
1nner, (thea) the lefe foor in the Syandita Cir .re nghe
oot in the Parfvakrantd Cid, (again) the letr toor 1n the
hujangatrasita Carg and the night foot [successively] m the
\tikeaned and Udvend Caris, (next) the left foor sn the Sici
4, the right foor 1 the Vikspa (Aksipta) Can and the
ft foot in the Apakring Cari.

14-17. Lalitasaficara—the right foor with the knee
aised [to move] in the Siici Carf, (next) the left foot in the
\pakrdntd Cart and the right one in the Parévakrineg Cari
again) the left foot [successtvely] 1n the Saci and the Bhra-
nari Cards [this latter by rurning round the Trika] and the
ight foot in the Parfvakeinta Car and the left foot 1n the
Atike3ntd Cari which is to be changed (lt. divided) into the
Shramart Car.

18-19. Sucviddha—the lefe foot to be moved] 1n the
sitci and the Bhramari Caris [the latter by turning the Trka
ound]. the night foor in the Parfvahrinei Can, the left foor
o the Aukeintz Cari, mext the nghr foor in the Sici, the
oft foot in the Apalkranta Cari and the right foot aganin
he Parsvakeaned Cid.

20-22. Dandapida—the right foot to be moved in the
aniti and the Dandapida Caris, the lefc foor 1n the St and
he Bhramarf Caris [the latter by tutning the Tuka], (next)
he right foot in the Urfidirred Cari and the left foot n the
Alacd Card, (again) the right foot in the Parfvakrined Cad
ind the efe foot [successively] in the Bhujafigatrasta and the
Atikranca Ciris to meer the right foot in the Dandapidi
Cafi and the lefr foor [successtvely] in the Stciand the
Sheamard Cans [the latter by turning the Trika].

1o-13, 1 Ses Ag.
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23-26.  Vihrta—the right foor [to be moved) ir.\ th-c
Janitd Cari (then) its Nikuttana, (next) the left foor in the
Syanditd Cari and the right foot 1 the Oritdvried Card, (chen)
the lcft foot in the Aldd Cirl and the nght foot in the Sid
Cari, again the left foot in the Pir$vakrinez Ciri and I:hc
right foot in the Ahsiptd and the Bhramari [this by tumufg
the Trika] and the Dapdapada Caris, (then) the lefe foor in
the Stci and the Bhramari Cans [the latter by turning the
Trka] again the nghe foot 1n the Bhujangatrasita  Cari and
the lefe foot 1n the Aukeineg Cirl

27-29  Alita—the nght foot [to be moved] in the
Sici Cad and the Iefr foor in the Apakranta Can, then the
night foot in the Parévahrintd Ciri and the left foor in the
Alid Cati, after moving by turn in these [ewo] Caris
stx or seven umes with graceful steps, again the right foot 1n
the Aprhrinti Ciri and the left foot [successively] 1 the
Auhrindd and the Bhramari Caris.

30-33. Vimaviddha—the nght foor [to be moved] in
the Stcr Card, the left foot in the Apakranta Cird, (then) the
nghe foor 1 the Dandapada Cird and the lefc foor 1n the
Siici Can and tight foot 10 the Bhramari [this by turning the
Trika] and the Pacdiakeines, Cins, (next) the lefr foot 1n the
Alsipta Cari and the right foot in the Dandapidi and the
Uriidvrtta Caris, (then) the Iefr foor [successiv ely] in the
Stcr the Bhraman [thys by turning the Trika} and the Xlita
Caris, {next) the right foot in the Pra$vakeantd Cin and the
lefr foot in the Atikeintg Cari

34-37- Lalita—the nght foot [to be moved] in the
Stci Card and the left foot 1n the Apakrantd Ciri, {then) the
tight foot in the Pardvalrinti and the Bhujangatrasita  Caris,
(then) the lefe foot in the Atihrines Cari and the Uriidvrita
Cians the lefe foot and the Alati Card, and the right foot in
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the Pardvakeinta Cird, next the left foot in the - .
Cari with graceful steps,

38-40. Krinta—the right foot [to be moves, 1w the
Siici Cari and the Ieft foot in the Apakrintd Cin then the
right foot in the Parfvalranta Ciri and the left foot too in
the same Cari '(Pirgvakrama), moving round alcernately in
these Caris in all directions, again the lefc foot in the Sici
Cird and the nght foot i the Apakrinti Cin. This
Mandala is prescribed for 2 natural gaie. Hence 1t 1s called
Kranta i.c. going.

41, These are the aerial Mandalas. Now I shall des-
cribe those on the earth,

Eartbly Mandalas

42-44. Bhramara—the right foot [to be moved] in the
Janitd Ciri and the lefr foot in the Syanditd Cird, than the
right foot io the Sakatisya Carf and the Icfr foot to be  stret-
ched, {ncxt) the right foor 1n the Bhramari Cari [by turning
the Trika], again the letc roor in Syandia Cari and the right
foot in the Sakatisyi Ciri, then the left foot in the Apakrinta
(Apasarpi) Carl and the Bhramari Cari by turning about the
back.

45-47. Asyanditithe right foot [to be moved] in the
Bhramari Cirls and the lefr foot in the Additd and the Bhra-
mar] Cirls [che latter by curning che Toka], then the righe
foot in the UrGidvrttd C3ri and the left foot in the Apzkeined
(Apasarpit) and the Bhramari Caris [the latter by turning the
Trka then] the right foot in the Syandied Cari, (next) the left
foot in the Sakatdsy3 and the same foot to viclently steike
the gtound.

48-50. Avarta—the right foor [to be moved] in the
Janita Cari and the lefr foor in the Talasaﬁcaxa‘(x\'xlg_;ggﬁa)_

- PR
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Car, then the right foot in the Sahagisyd and the Uriidvrta
Ciri, (next) the nght foor the Aukrintd {Apasarpi) Car
turming backwards and the Cisagau Card, then the nighe foor
in the Syandita Cari and the left foot 10 the Sahatdsyd Cir,
again the nght foot in fthe Bhramard Cari with the Trika
turned round), and the left foot 10 the Apakranta (A pasarpi) Cari.

51-53. Samotsarra—assuming firss of all the Samapida
Sthana, then stretchng the two hands with their palms turaed
upwards, (next) their intermattant Avestana and Udvestana
movements, [then putung the left hand] on the wast, the
nght hand moved in the Avartura manner [next the rght
hand to be put on the waist] and che lefr hand moved n the
Avartita manner, moving round alternatcly wuh this Car,
will give mise to the Samotsarita Mandala.

54 55. Edahakndiz—the two feet on the ground (to
be moved successively) mn the St and the Edakzhridira
Cass, (next) the swaft moving Bhraman Can by turning the
Trka, (then} moving (the feet) round alternately in the Siici
and the Aviddha Cids.  This will gue rse to the Khanda-
mandala named Fdahakridita.

56-58. Addia—the night foor [to be moved] 1n the
Udgharta manner and then (simply) moved round, next [to
be moved] in the SyandnZ Cat and the left foot an the
Sahatdsya Cir, next the right foot to be moved bachwards in
the Apakeinta (Apasarpr) and the Cisagan Crs, {then) the
lefe foot in the Adduz Can and the right foor mn the
Apahrantz (Apasarpita) Can (next) the lefr foor 1n the
Bhramari Cin and the nght foor 1 the Syanduz (Asyandu)
Caris and to violently strike the ground.’

54+55 1 This kbandamandals scems to be another name for edababridite,
56 58 2 @spborana—padatalers bbumitadanem (Ag).
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59-60, Sakatisya—The nght foor (to be r 1
the Janitd Card, and next to move 1n the Ta .ncars
{Nikuttana) manner, the same foor m  the Sakatasya Can and
the left foot n the Syandita Cari, moving round in this
manner alternately with the Sakatis;a Car.  This Car
Mandalz named the Sakatasya ts to be used in fight.

61-62. Adhyardha—the right foot (to be moved succes-
sively) 1n the Janitd and Syandiea Catls, then the lefe foot
the Apakrantd (Apasarpied) Cari and the righr foor in the
Sakatisyz Ciri. Moving around alternately 1n these Caris,
will be the Ciri Mandala named Adhyardha to be used i
personal combat.

63-64. Pistakutta—The nght foor (to be moved) in
the Stci Cirf and the lefe foot n the Apakedacd (then} chie
right foot in the Bhujangatrasita Cari and the lefe foot too
in the same Cari. Thus geing round n the Bhujangatrasiea
Cari is known as the Ciri Mandala named the Pistakutta
to be used in personal combat.

65. Cisagata—Going round with feet i the Casagata
Cari is called the Cari Mandala named Casagata. It ts to be
used in personal combat.

66. Here I have described in brief the Mandalas arising
out of the varions Ciris. Now [ shall describe Sama Cais.,

67. The use of the Sami Caris arc hnown as Sama
Mandalas. [An actor] ustng them is to follow the mstruction
of the mastet-actor.

68. These Mandalas to be used in fight and  personal
combat, are to be performed with sportiveness and  graceful
movements of [imbs, and should be accompanied by [suteable]
instrumental music.

Here ends Chapter XI1 of Bharata’s Nityadistra,
which treats of the Rules about Mandalas.



CuapTER THIRTEEN

DIFFERENT GAITS

1. So much abour the formation of Mandalas by a
combination of the System of Ciris (cari-vyayama). 1 shall
hereafter describe the Gaits sumable for (lit. existing in)

different characters [in a play).

Entrance of dramatis personae

2-3. After the Onertore (Upavahana’) with drums
and other musical mstruments has been petformed by observ-
ing Kalis smrable to the Marga [adopted in ], and the
Dhruvis [to be sungl at the entrance of dramates personac,
have commenced, and the cortain has been drawn away, the
actors who are to develop Sentiments 1 the various items
{of a play] should enter (lir. be made to enter) the stage.

Posture for supersor and middling characters
on entrance

4-7- 1In case of characters of the superior and the middl-
ing types [the actor] should assume the Vaisnava Sthina, his
breast being raised, Sama and Caturasra, shoulders at rest and
not raised very much, the nech as graceful as that of 2
peacock, the shoulders cight Angulas aparc from the cars,
the chin four Angulas apart from the breast, and the o
hands (the right and the lefr) respectively at the navel and
at the left waist.

1 10n the Gait Az says: “The Gait is to be prescribed with a view to
the person, Sentiment, situation, place and occasion,”

2.3 It seems that upavabans gane risc to upobana (Pkt) which after-
watds was adopted in its place ; for npobena see 1386, It is defined by Ag as
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Interval of thesr feet
8¢, [In the posture descuibed above] tn. . waval
between the two feet [of the actor] should be two T 1 and 2
half. Raising of his feet will take should be according to hus
own measure [of the hand] four ot two Tilas or one Tila high.
9-10. Incase of [characters such as] gods and kings
these should be four Talas high, of the middling [type
of characters] two Talas, and of women, nferor persons and

those in disguise only one Tila high.

Time for thewr steps

to-11,  [And the ume requited for the steps should be]
four or two Kalas or one Kali only, [Steps] of the superior
[characters] should take four Kalis, those of the middhng
type two Kalds, and those of the infertor type one Kal only.

Tempo of thesr Gast

12.  An expert in the theatrical art should apply three
kinds of tempo (slow, medium and quick) to the Gar [of
different characters] according to their nature.

13. The Gait of supertor [charactets should be] slow,
that of middling [characters should have] the medum
[tempo, while the steps of] inferier [characters should be]
quick and copious. [Thus] should be apphed the three
tempos according to the spirit [of different characters].

14. So much about the rule regarding the timmg and
tempo [of steps]. O cthe sinless ones, hsten now about
the manner of taking steps [suitable to different charactets].

Natural Gait
15. In his natural [Gait] a superior [character] 1s to
raise his knee up to the height of the waist and, 1n case of
-

follows. wpobysnte samisa-uyisstab padakalitilasamabbibudh svard ytsmunn
ange tat tatkokiam (vol. Ip 186)

28



Carls to be used in fighting the same (1. the hnee) is to be
raised up to the height of the breast.

16-19.  With graceful steps of the Parfvahrinta Cari
and in accompaniment of the mstrumental music he should
go five uniform steps, towards the corner of the stage, and
then he should move in the St Cirl by putting forward his
lefr foot first and the nght foot afterwards, Then turning
round he should go [fve simular steps]  towards the second
corpet of [of stage] and then move inthe Sie Card by
putting forward his left foor first and the night foot after-
wards. Next tme he should [agam turn round and) go
towards the musical instruments. Thus completing twentyone
steps by going and turning bach he should again mose tn
the Siici Carf by putting forward his left foot first and the
sright foot afrerwards.

20. In an oblong stage the actor (bharatd) should make
clzborate foot movements (e going and turming back by foot-
steps), but in square and trangular stages such movements
should respectively be of the Caturasra and the Tryasta types.

21, When [a character] 15 walking along with his
equals, the basis of the tempo [of his Garr] will be [accord-
ing to his own rank] of four ot two Kalis of one Kala.

22, But when any one 1s walking accompanied by
persons of the middling and the mferor types [the basts of
the tempo of the Gut of the group] will be four and two
Kalis or one Kalat,

23.  The wise actors sHould make the steps  four Tilas
wide in case of gods, Dinavas Pannagas (Naga), Yahsas,
Lings, and Raksasas,

24. All other dwellers of the heaven' will have steps

22 1 Significance of this rule is not clear.
24 By such dwellers devadiitas are meant (Ag).
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of mediim [width]. But those among them wh
tic” should have Gait similar to that of gods.

Gait of kings

The sages question 3!

25-28, I the kings are human beings why should
they have a Gait simular to that of gods?” It 1s sad [in
reply], “Why should not the kings have Gt sutable for
these (r.e. gods)? In drama and dance the characters [are of
three kinds, viz.] dwine, semi-divine (ht. divine-human) and
human. OFf these, the natute of gods is divine, that of the
kings is semi-divine and that of the others known to people
are called human, For kings have been described 1n the
Vedas and the adbyatma (Upanssad)' as being made up (It
born} of parts of [different] gods. Hence there cannot be
any fault in kings imitating gods.™

29. This is the rule of Gat in ordinary walking;
but, for Gait in cases of hurry, nsanity and anger the rule
about 1cs measure will not apply.

Gatt under specral condstions

30. [In those cases] producers of plays are to apply
to all different characters, superior, muddling and inferior,
Gaits as modified by their peculiae condition,

31.  Their Gaits should be of the duration of four
or two Kalds, one Kalz or half of a Kali, and these should
be so on atraining conditions other than normal ones,

32.  [Relative position of different characters as regards
the timmg of their Gaits is as follows]d While a
superior [character] will have a Gait of four Kalds, a muddling

* mltarprabbreay 1b (Ag)
25-28  Veedilbyitmasn=vedesn tash3 adbyitmsilstresu vedIntesn (Ag)
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‘character] 1s to have that of two Kalis and an inferior
‘character] that of ene Kali,

33. When a middling character will have a Gait of a
Kala, an mferior character 1s to have that of half 2 Kala.
Thus one should reduce [in different Gaits under specaal con.
ditions] Kalds by half.

34. Gait of superior petsons ts not to be applied to
that of the muddlng type, and Gait of the middiing cha-
racters 1s not to be applied to that of the infertor type.

Tempo of Gasts under special condstrons

35-37- Incaseof an awach of fever, hunger, faugue
due to austeriies, [eacessive] pamic, surpnse, dissimulation,
uneastoess, love [in sepatation), sorrow, and tn walking at ease,
steps should be of slow tempo faling ac the intenal of
more than four Kalas’. But in case of ansiety the Gaue
should be of four Kalis™ [duration]

37-40 In case of concealed (It uneasy) love, pame,
fear, agitation oy, hurned acnion hearing of unuelcome
news, insult, sight of porentuous objects, of urgent worh,
search for enemies, pursmit of an offender and putsuit 2
ferocions ammal, the wise [actor] should have Gait with
steps of two Kalas’ [duratmn]

Gat wn the Erotsc Sentsment

40-44. Gat m open (re very clear) love making
should be graceful, [The lover] 15 to enter che stage with
the female messenger showing the way. He 1s to act his
part (it meaming connected with the play} by means of the
Stci'. He should use pleasant petfumes and be dressed
with lovely garments, ornaments® and garlands of various
sweet-smelling flowers.  He should wall, wich graceful steps



with a slow tempo in the Atiksinta Cari, and hus
have the Sausthava, and He should move with prop - - 1
Tila. His hands should always follow the feet T irer
should be raised along with the falling of the lacc - 2 d ~ich
the raising of the latter the former should fall (it vice .ersa)’.

45-48. Now listen about the Gait in case of concealed
love. After dismissing his servants (i, men) the lover is to
walk [ac night] along with the female messenger as hus guide
He is to put our the lamp.  He is to be dressed 1n [simple]
clothes suited to the time and is to not wear too many
ornaments.  In making love secretly a person 1s to walk
company of the female messenger with slow and silent steps.
Being apprchesive  of sounds [heard at the ume] he s to
uneasy and to look constantly around and to tremble in hus
body and to have a faltering Gare.

Gait sn the Terrible Sentiment

48-54. [In treating Gau] in the Terrible Sentiment
1 shall speak only with regard to Daityas, Riksasas and Nagas.
O Brehmins, the Terrible Sentiment only is dominant in
their case.  And this Temible Sentiment 15 of three kinds,
viz. Terrible in make-up, Ternble 10 limbs and Ternble by
natute. [An example of] the Ternble in make-up is [2
Raksasa] with his body dripping in blood, mouth maistened
with it and having pieces of flash in the hands. An example
of the Terrible in limb is 2 very tall [Riksasa] wich a pro-
digious physical frame, many heads, and many hands holding
weapons of various kinds. And an evample of the Ternble
by nature, is a person with red eyes, tawny hair, black com-
plexion and rough voice, and a petson who always scolds
[others] and who walks by raising the feet four Tlas high,
and takes steps three Tilas wide. This is the Gait which
Tcharcters] resembling them are to have.
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Gait 1n the Odious Sentiment

54-56. Gait [of a person walking] on the ground
which is ecither a place of cremation or a place gruesome on
account of a battle [having taken place therej should be used
in acting 1 conneaon with the QOdions Sentiment. The
feet in the Edalakndwi Ciard falling mn quick succession
sometmes close to and sometimes wide aparr from each other,
with the hands following them, will constirute Garr in
the Odious Sentiment,

Gast sn the Herorc Sentyment

57. Inthe Heroic Seatiment Gaie should consist of
swift brandisheing of arms and obscr\'mg of vanous Caris.

58. In case of mental exatement Gair should consist
of footsteps of proper Kald and Tala (kals) in the Pariva-
Acinta, Aviddhi and Sici Caris.

Gast 1n the Marvellons and the Comic Sentiments

59-60. These are Gaits prescribed for generally superior
characters. [ shall now desctibe the Gart for mmddling
and 1nferior characters, [In their astomshment and joy they
are to take agitated steps, and in their laughter too they are
to take to this and similar other foot movements,

Guast sn the Pathetic Sentiment

61-63. Gait in the Pathetic Sentiment should be in
slow tempo fand it should be connected with] eyes full of
tears, drooping lunbs, arms thrown up and down, and loud
weeping.  And in case of 2 tecent calamity one is to walk
as well with the Adhyardhika Cari, This [Gait] s
also to be used in case of women and petsons of the inferior
Types
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63-66. [In conncxion with the Patheu:
superior characters should be patient, teacful
sighs and looking upwards and ftherr Gait 1n co a
these conditions] is to be of no [regular] measur - - 1y
are] not to have the Sausthava [of the body, MMiddling
characters are also to be given Gait according to rules  In
case of death of their beloved persons and relatives, they are
to bend down on their breast 1n dejection and to become
senseless due to grief, and to walk with the feet not raised
very high When violently struck, the shoulder should recede
and be protected by arms, and the [entite] body 15 to be made
unsteady (lie. moved found), and walking [should be] wuh
short steps.

67-69. A [speciall Gait 1s to be assigned to women
and persons of the inferior type when they are atttched with
cold or ate overtahen by a torrential shower. [In such a case]
they are to draw all their limbs together, to shiver greatly, to
put their two hands on the breast, to bend down their body,
and their teeth are to clatter and lips ate to throb and the

chin is to quiver, and in representing an attack of cold the
Gatt should be slow.

Gart in the Terrsble Sentiment

70-75. In the Terrible [Sentiment] the experts should
make the Gait of women, and men of inferior type who
are lacking in spirits, suitable to their nature (lit. in thar
manner).

[In the Terrible Sentiment] they are to have wide open
and moving eyes, the Vidhuta head, and the look awe-stricken
and turned alternately to sides, and holding the Kapora hand
they are to walk with quick shore steps, trembling body, dey
lips and faltering Gait. This [movement] should be resorted
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when a person 1s to mimic any onc mn fear. [And the same
rule will applyl in frightening as well as in threatening
persons,  The Aksipta Carr as ta be assigned to men as well
as to women when they have seen a strange animal or heard
astrange sound. Gair in the terrthied state will consist
of movement of feet in the Edakskeidwa Cari falling in
quick successton sometimes close to and sometimes at a
distance from each other, and the hands are to follow them,

Gast of merchants and mnsters

76-78. Gait of metchants and mmisters 15 to be
made natural  They should walk 1n the Aulrin Cari with
steps two Talas wide. Their {left hand] showing the up-
turned Katakimulha should be on the navel, and the nght
'flit. the first hand] showing the upturned Arila should be on
the side away [from the left one]. Withour making their
limbs drooping, motionless or eacesstvely moving they should
walk with the same Can.

Gart of ascetics and seciarians

79-86. Gaww of Yatis, Stamanas, those pracusing
austentics should be made lihe that of one observing.the vow
of Brahmacarya, [In playing his part] a wise [actor] should
have immobile eyes loohing only four cubits {1n front]",
a ready memory, the entire body in steadiness, and he 1s to
Leep the mind at rest, to assume the marks? belonging to
his sect and to have modest robes or clothes dyed in dark
red, and to stand with the Samapida feer and co assume the
Sthana of the same name. Then he should make two Catura
hands one of whichis to be stretched.  And assuming a
serene appearance in conformity with the performance he
should execute the Acikrinti (Atikrama) Cid with natutal

— —— e

79-86 ' Sec Ag.  Vlmgam e, fapabbasmaskanpinidi (Ag)
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{lic. not drooping) limbs. The best ascetics with 2

are to have such a Gair, and to others is to be o1 4
contrary to this. As for the rest of the ascetics a. . zto
the vow [cnjoined by theit own sects] they ate to hove a Gae
confused or stately or sober of mld  And 10 case of the
members of the Pafupara sect they should walk 1o the
Sakatasya and Atikranta Ciris with haughty steps.

Guit of a person in darkness or of a blind man

87. Gait [of a person] walking in darkness or Gait
of a blind [man] should consist of feer glding over the
ground and hands groping fer the way.

Gait of one riding a chariot

88-92. Gait of 2 person riding a charior should
consist of short (efirpa) steps. From the Samapida Sthana
(posture) he is to make a mimicry of the being carried in a
chariot (Lt. go the movement of a chariot), and with one
[hand e is to take up] the bow and with the other che
pole fof the chariet]. And his charioteer is to femain
busy with the whip and reins, and the varied draught
animals should be represented according to their distine-
tive class. And with quick and simple steps he (i.c. the
charioteer) is to enter the stage. Gait of one in a celestral
car (vimana) should be made like that of one riding a chariot.
One who is about to mount [these vehicles] is to move his
body up with the face looking up and with the [morion]
contrary to this one is to make one’s discent [from them].

Gait while moving in the sky

g2-95. Gait of a character moving through the sky

is to include the aerfal Cars and looking downwards, and

[besides this] oneis to move [fwst] from the Samapida

-n
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Sthina {posture) with shore steps. Gait of one who descends
from the sky isalso to be of this kind. This Gair is to
consist of steps stralght and wide or high and low, or
irregular and round about.

Gait of a person falling from the sky is to include
the Apaviddha arms, scatzered ends of clothes, and eyes set
on the ground [below],

Gast sn ascending any bigh place

96-g8. [In a play sometimes] there is necessity of
ascending [staits of] a palace, atree or a hull or any other
high object, and descending from them or getung down into a
river of some lower region and getting up from 1. In ascend-
ing [the stairs of] a palace a person should move the feet in
the Ankrintd Ciri, and with the body held up he should
put forward his steps ofi [the flight of] stars. In descending
from the same, the body should be slightly bent and one
foot should be in the Aukeinta Ciri and the other in the
Aficita movement,

98-100. This Gait suited o ascending [the stairs of] a
palace should be applied :n climbing hills.  But in the case
of hills the hmbs are to be thrown up. The clinbing of
trees [should be represented) by steps in the Aviksind, Sid,
Apakrint and Parévakeanta Caris.

Gait sn getting down snto low places

tor1-104. This should also be the Gait in comifig down
Ifrom trees] and the same should apply in case of getting
down into 2 river.

Gait in [case of coming down from the tap of] a
palace will apply only in ctossing {a river].

Gait of 2 person moving in ariver will be according
to the depth (lit. measure) of water, In shallow water,
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with the tucking up of onc’s clothes, and « ¢
[water] with the throwing out of hands one s ¢ h
the fore parc of one’s body shghtly bent.  Anl o La

person’s being carried away by the current (b wi o) he s
to stretch out his arms one by one to push torward water
:cpcatcdly, and during this movement all his hmbs are 0 be
busily engaged and the mouth Elled up [with water].

Gast in trivelling by boat

ro5. Gaww of a person travelling by a boat should
be made up of quich steps. According to cthese rules onc
should observe the various Gaits and movements.

106 107.  All these [conveyances] ate to be represented
(li, made) by 2 [suggestive] sign (simyfia) only. [IE you
ask] ‘‘why”, [the teply will be the question], Wil
the actors (Iit. producers) have to die when the character
fto be represented] is sud to be dead?™ The clephant
will be represented by tahing up a goad, the horse by a
bridle and other conveyances by a whip.'

Gait s riding a horse

108 Gme of a person nding a horse will consist of
the Vai§ikha Sthina (posture) and shore foor steps of
vartous kinds,

Gat of serpents

109. Gut of serpents will be by the Svastha feet.
[To represent tc the actor] ts to move in the Parfvakeintd
Ciri and then to make a Recaka of the Svastha feet.

Gast of a Parasite

1ro.  Gait of a Parasite (vrta) should be made gmcc(ul.

[An actor] 15 to represent {lit. go) the Gait of a DParasite

106107 2 Thus passage shows that use of patnted scenety was not indue
pensible 10 the anaent Indian stage,  Sce on this pent Ag.
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by putting foward Akufcita (Kufcita) feer within one
Tila and holding the Kataki-vardhamina hands with the
proper Sausthava and leteing [these] hands follow the feet.

Gast of a Karicukiya
112-113.  {Garr] of a Kaficuhiya (armour-bearer)’ should
be made [suitable] to lus particular age and condition,
When he 15 not old® his Gait should bz as follows:, Wath the
fect raised half a Tila high and simple steps he should walk
carrying his limbs lihe one who 1s treading upon (Lt
touching) mud.
114. Butin case of hus being [quire] old he should
walk with the tembling body 2nd raise the feet slowly, and
with [every] step he ts to tahe hus breath.

Gast of emacrated, sick and fatsgued persons

115-117. Gawr of an emaciated person should consist
of slow steps. And in case of an overpowenng illness, or
of fatigue due to austerties, a person 1s to walk with lean

112-113 ¥ The word kificukiys (Faficukin) should be transfated as farmour-
bearer’ and not as “chamberlain’ which term should be used for sennrdbity; Sec
Kauulya's Arthalistra (2, 4. 23). BbP. {p. 2g2) defines the Kafcexkiys as
follows: Passtonless Brzhrmins who haic kponledpe and wisdom being
1 charge of (the Ling's) armonr and crown, and helding 2 cane-stick (as
symbel of thewe authenty) are called Kafienkiya by the wise.

* a-vrddbasye, The adjectne of the k3Fewkfys renders invalid the Jate
definitior according to which he should necessanly beold  Sucha definiton
has been wrongly asaribed to Bharata in Roapai’s commentary to the Anar-
gharighava (ed. 1n KZvyamal, p. 1og), The kifenkiys in the plays ascribed
to Bhasa (i e, Svapnz , Praum3,, Abbi, Pafica . Dtava, and Bila Y does not show
any trace oF old age. The ksiewkn in the Sal deplores that the canc-stich
which he had to tale up as the symbol of his cffice, kas beceme in old age the
support of his body which he could move with duffienlty (V.3.). Frem this ie
may be assumed that he was appointed long before old 2ge came upon him.
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and depressed belly, feeble voice, lustreless eyes
ment of the hands and the feet, cremor and aftlict
limbs, and with [every] step he s to emit breath

Gart of a person walking 4 long distance

118. Gait of a petson walking a long distance 15 to
consist of slow steps, narrowing of limbs and the tubbing of
the knees.

Gast of a corpulent person

11g-120. A corpulent person 15 to walk with the feet
taised slowly and he is to drag on his body with great effort,
and while going with slow steps he should be copiously
breathing, and be covered with perspiration due to fatigue,

and his steps should be shore.

Gait of mtoxicated persons

1z1. Gait of persons with light (lie, young) and
medium intoxication will be recling, with the two feet [some-
times going] backwards.

122, Gait of persons heavily (L. worst) intoxicated
will consist of unsteady feet, rechning body and staggering
steps.

Gait of a lunatic

123-130. Gait of a lunatic will consist of irregular
steps, many Caris in imitation of [various types of] men. He
has unpolished and dishevelled hair, and body covered with
dust; he tal};s without any reason and talks too much in an
unnatural manner; sometsmes he sings and somectimes laughs
and is not ready to accompany [any onel; and he [sometimes]
dances in joy and [sometimes] makes drumming [with any
object he may find before him]. Ounce he runs swifdy and
at other times stands still; [again] sometimes he 15 seated and
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sometimes lying down., He is to wear rags of different kinds
and to make the public road his sregular dwelling place. A
lunatic will be of the above descniption (hit. this man) His
gatt will be as follows

After moving 1n the Baddhz Cin he is to cross his feet.
Then gotng round 1n all the four direcrions with this Cari he
is to perform the Bhramara Mandala outwards and reach one
corner of the stage. Then turming the Trika gracefully and
holding the Lata bhand with irregular movements he 15 to
move with his feet.

Gt of lame men, cripples and dwarfs

131-136. Gait of lame persons, cnpples and dwarls
in connexion with the display of physical defects for che sake
of the Comic Senuiment, will be of three kinds. In one
[kind of] Gaie of lame persons, feer are to remain suff, In
the second one, feet are to be made Agratalasaficara and the
body 15 to be held up (L. rased) by the suff foot. [And in the
third] the body 1s to move on one foot, and to rest on ano-
ther foot, and setting feet 1n this order [the lame men] are to
g0o. This will be one’s Gait when one has tun a thorn into
the sole of one’s foor. Gait of crpples will consist of
the Agratalasaficara and the Aficua feet, the steady body and
Nata shanks Durning the Gair of dwatfs all their Iimbs
are to be narrowed down and they should neither move
[quickly] nor take [wide] steps.

Gait of the Jester

137-140. The Jester will have the same Gaie consistng
ot simple Jaughable steps with feer raised high fand put for-
ward].  And his Gait will relate to threc kinds of laughter, ,
laughter due to limbs, due to words and due to the costumes

and make up.  Of these the ugly and big teech, bald head,
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hunch on the back, lameness and distorted t

causing of laughter due to limbs. When one w3 a
cranc looking up and looking down with wide st rtus
too becomes an object of laughter due to limbs

140-141. Talking incoberently, meamnglessly, garru-
lously and uteeting obscene words are to be known as
[causing] laughter duc to words.

141-142. A person covered with rattered clothes er
shin, or smeared with ink (or lamb-black), ashes or yellow
ochre will be [causing] langhter due to the costumes and
make.up. Hence the [Jester] after considering the character
[he is to represent] should cerefully (lit. essentially) assume
[one or more of] these states.

143-146. Gait of the Jester should be distinguished
according to his different conditions. [For example], in
his natutdl Gait he is to catry the Kuulaha' (katida) in hus
lefr hand and to show the Catura [gesture] with the right
hand. Besides, heisto lower by turns one of his sides,
head, hands and [eet obsetving proper tempo and Tala.
Gait other than this which is natural, will be abnermal[in his
case], His Gait on having some food which was difficult to
get, will be arcested.

Gast of menials

146-148. The Gait to represent the walking of servants
of lower order or other persons of the nferior type should be
as follows:, in the walking of servants, one of therr sides or
head or a hand or a foot isto be lowered and their eyes
are to move to [different] objects.

1434146 1 Sec p, 1o pote 2
144 ! For an old kasicitken see Sak. loc, ar¢, Mudrd, 11, ¢ and 111, 1.
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Gait of the Sakiara

148-149. Gait of the Sakara will consist of proud
but ordinary steps, and while walking he will touch his
clothes and ornaments and often look at them, and due to an
vonatutal motion of his body, his garlands, and suspended
parts of the clothes are to Autter to and fro.

Gast of lowly persons

150. Petsons of inferior buth are to walk with eyes
looking around, protecting their hmbs from the conract of
other people.

Gast of the Mleccha tribes

151.  Gait and movements of men of different Mleccha
tnbes such as the Pulindas and the Sabaras should b2 made
according to the land they mnhabit,

Gast of birds
152 Gaw of birds, beasts of prey and other animals
15 to be made according tothe character naroral to them.

Gant of bons, bears and monkeys

153. Gaitof lions, bears and monkeys is to be made
[ltke that] which was assumed properly by the mighty Visnu
1n the days of yore [t 15 as described below].

154-155. Un this Gaitl after assuming the Alidha
Sthina (postute) nith limbs conforming to it, thar is, one hand
on the hnee and the other on the breast, one is to look all
around and put one’s chin on one’s shoulder and to walk with
feet raised five Tilas high and placed at the same interval.

156.  This Gait should be applied to [represent] lions
and such other animals® ar the time of personal combat as
well as on entering the srage.

156 2 Lions ete, here indicate actors with the masl of these animals,
® Reference here is to animals like Sugniva 2nd Jimbarat (Ag).
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157. As for the rest of animals the Gair and «
for them when enterng the stage or carrying
anything on the back should be made suiao . ac
occasion.

158. These [difficrent] Gaits are thus to be uszd by wise
[actors].  The Gaits that have not been described by me, are
to be adopted from [the practice of] peaple.

Walking postures of women

r59-160. I shall now speak of the Gairs and movements
of women. The Sthina of women in walking and speaking
[to others] will be Ayata, Avahittha and Advakranta.

160-161. Ayatail In the Ayara Sthina (posture) the
right foot will be Sama, the left (tic. the other at the side)
foot Tryasra (obliquely placed) and the left raised.

161-164. (Uses):, This Sthina is to be used in invoca-
tion, dismissal, observing aarefully, thinking and dissimula-
tion. And the first appearance on the stage, scattenng
handfuls of Howers on the stage, anger due to jealous love,
twisting the forefinger, prohibition, pride, profundity, silence,
fit of resentment (mana) and looking to the horizen are
also to be represented from chis Sthana.

164-165. Avahitthasy The left foot will be Samz and
the right (lit. the other at the side) foot Tryadra (obliquely
placed) and the lefr waist raised up.

165-167. (Uses)i This Sthiana is known (lit. remem-
bered) as natural for women during conversation [with any-
one], in determination, satisfaction and conjecture. In
teptesenting anxiety, amorousness, sportiveness, prace, the
Erotic and the like [Sentiments] and looking towards the way
of someone [coming or going] this Sthana is to be used.

167-168. Adfvakiintaz) The Sthina i which one foor

3°

o
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is raised and the other is resting op its fore-part and [ready
for] the Siici or the Aviddhi Cari is called ASvaknta.

168-165. (Uses):} This Sthina is to be assumed in
taking hold of the branch of a tree, pluching a cluster [of
flowers] or m tahing rest by tnferior persons or women for
an)’ PUIPQSC.

16g-171. The Sthana will be [maincained by a dancer]
ull any movement begins. For dunng a dance the Sthina
15 at an end when the Cari has begun (lit. 15 present). This
is the rule of the Sthina for women and for men as well.
shall now deseribe women’s Gair 1n relation to thewr nature.

Gust of passsonate women (pramada)

171-176, [Such a Garr will serally include the follow-
ing Schina and movements]: The Avahittha Sthina, the lefe
hand potating downwards, the right hand with the Kaaka-
mukha gesture placed on the navel, the mght foot raised
gracefully up one Tala and thrown on the left one and simul-
taneously with thae, the left hand with the Lata gesture
placed on the navel and the nght side bent, placing the night
hand on the hp, and the Udvestira movement of the Jeft
hand, then the left foot pur forward, the right hand with the
Lata gesture. [Afrer assuming this Sthina and movement]
they are to walk five steps with the body s]ightly bent and
the head gracefully held s the Udvshita posture,

176-177. The rules for going sbout on the stage which
have been prescribed for men wall apply also for women.

Gzit of young women

177-179. The steps of women should not be made
of six or eight Kalds duration ~ Such 2 step will be irksome
for them. This will be the Gait of women in their youth.
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I shall speak [now] about tHe Gait of women -
(sthaviyasi)
Gast of aged women

179-181.  After assuming cthe Avahith: o+ . 3 and
putting the left hand on the waist and the righe hand wich
the Ardla gesture upturned, placed between the navel and
the breasts, they are to walk gradually with cherr bady
neither rcla‘ssd nor stiff nor [much] moving about.

Gatt of bandmads

181-183. The Gair of hand-maids should be made
distracted (sdbbrantd). They are to walk with shghely raised
body and flourishing arms, afterassuming the Avahitra Sthana
with the lefr hand pointing downwards and the right hand
showing the Karakimukha hand held on the navel.

Gait of balf-women

183-184. The Gaic of the half-women, an admixrute
of that of men and of woman, will consist of stately but
graceful movement of limbs and playful steps.

184-186. The time tequired for the Gait which Has
been prescribed for persons of the superior type will be
halved in case of women and the infeior types of men.
And the Gait [prescribed for persons] of the superior, the
middling and the inferior types will apply 1n case of women
[of those types] except for the footsteps which will be
graceful [for the latter].

Gait of children

186-187. The Gair of children will be according to ther

will and no Sausthava and [fixed] measurement will be required.

177159 ' B.G. read shiniyd y3 striyss tdsIm for siba.iyasinim etdsim.
The word stheiyss may well be 2 comparative form of stbarers,  CE, daciyss
fer diiva.
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Gsit of bermapbrodites
187-188. The third rype of persons will be herma-
phirodites in whose case women’s Gait 1o the exclusion of
their [partial] male characrer, should be applied.
2t i the change of rele
188-18g. A change [of ther role] by men, women
and hermaphrodites should be represenred by assumption
ot ther part of Gaus suiteble to those of {new roles] 1o the
exclusion of their own {original] character.

Gazst of persons n disgusse

189-191. For disguise, sports or deceprion {of others]
2 woman assumes the role of 2 man, 2nd 2 man therofa
woman. [In such cases] the woman should play the role of
aman with panent 2nd hberal spitic and inrelligence, 2nd
with acts as well as dress, words and movement suizble to
that [character].

191-192. To play the role of 2 woman a man is 1o
wear her clothes, spsal lle her and look at things 2nd
abstain from looking 2t these as she does, and is 1o assume
a delrcate and slow Gat.

Gt of trsbzl women

192-193. Women of infenor birth and of the Pulinda
and the Sibara tmbes are to have Gaits natural to their
communty.

Gzt of women escetics
193-194. In case of women observing 2 vow or practis-
ing austenities or bearing the mark [of religions scets]  or
conzented women the Samapada Cari is to be used Jas their
Ganj.
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194-r95. An expert in dramatic art shoul-
energetic Angahgras, Ciris and Mandalas to wom
Sitting posture for men and women
1g95-196.  Sitting posture {sthina) for meu a - cmen
should be made conforming to (lit. combined wich) the
different States which they are in, and sumilar should be
their postures while in bed.

Stttsng at ease

196-197. In suting at easc the two feer are at rest
(usskambbsta) and hepr doubled up (aficrts), the Trika s
slightly raised, and the two hands are put on the thighs
on the two sides.

Sitting in a pensive mood

197-198. When a person 15 to assume [deep] thinking,
be is to stretch shghtly one of his feet, and the other
foot 1sto reston the seat and the head isto bend on
one side.

Sitting in sorrow
198-199. When 2 person 15 in grief and uneasiness
he is to put up s hands for supporting the chin, or his
head isto rest on the shoulder, and he is [to look like]
one whose mind and sense-organs are not working.

Sttzmg 1 f:!mtmg and sn wmtoxication
19g-200 When 2 person 1s nnconscious, fainting or is
intoxicated, tired, weakened or sad, [from the above posture]
he is tostretch his arms loosely and to sit depending on
[som:] support.
Sitting 1n sbame and in sleep ctc.
206-201r. When 2 person is I, ashamed, asleep or in
meditation he 15 to lump together hus limbs between legs and
knees,
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Sutting on ceremomal occasions

201-202. In offering a [ibation of warer to the
spirits of diseased parents, muttering (japs) of Mantras,
saying the Sandhya prayers and making Acamana, one is
to assume the siting posture with the hump raised, in
which the hip and heels come rogether.

Sitting i pacifying ¢ beloved woman

202-203. In appeasing [the anger of] 2 beloved woman
and pouring ghee into the sacrificial fitc and doing similar
other acts, a person is to put one of his strerched knees on
the ground [from the sitting posture mentioned above].

Sitting s worshspping a desty

203-206. Downcast face and the sitting posture with
the tno kness on the ground (r.e. kneeling down) is to be
assumed 1n adoring a diety, pacifying the angry [supesiors],
birterly crying for sorrow, seeing a dead body, the fear of
persons of low spinits, the begging of something by lowly
persons and  servants, and  artendance during the Homa
and the sacnfical work.  Ascetics (muni) while practising

austenitics are [also] to assume this sicting posturs (fie. rule
about sitting).

Scats for different characters
206-207, Now the sears (lit, rules regarding the seats)
for males and females in 2 drama are wofoldi public (b2bys)
and private (zbbyanters). [These two terms] public and
private telate to the royaley (lie. the king). -

Seats for male characters
208-210. O Brahmins, gods and kings are to be given
the Lion-seat (i.e. throne), the priests and the ministers



239 DIFFERENT GAITS N -

the cane-seat’, the commander of the army and ¢ .
prince the Munda.seat,” the Brahmins the wood.n L
the other princess the carpet-seat.  This rule of scats 0 uld
be observed in the royal court.

Seats for female characters

210-214. 1 shall now speak of the rule of seats for
women. The chief “queen should be given the Lion-seat,
the female refatives and highborn wives of the king other
than the chief queen the Mundi-seat, the wives of priests
and ministers the cane-seat, ordinaty wives [of the king]
the seat consisting of cloth, skin or carper, the wives of
Bralimins and female ascetics the seat made of wood (pasts),
the wives of Vaiyas the seat of ptllow (cushton} and for the
remaining women the ground will be the seat. So much about
the rule of seats in the inner appartments as well as in public
places. While residing in one’s own house one can take any
seat according to one’s hking,

Seats for ascetics and sectarians

215. The sears for the ascetics should be according
to the roles [of the order] they are observing'. For the
members of different sects with special marks the seats will
be according to their vows.

216. While pouring ghee into the sacrificial fire or
doing the sacrificial duty in general ot offering a libation of
water to the departed parents one is te stand or to sit
on a Vrsi', Munda-seat or cane-seat.

208-210 ' A cane-chair,

* mwndisang is probably nothing other than Bengalt moda.

215 1 For example, some have utiger-skin as their sear, some deeroskin or
a prece of woollen blasket,

216 T A sear made of kuda grass {see Apts, sub voce).
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Generz] rules about sezts

217. Other local officers (stb3niys) who are of [high]
birth and possess [great] learning should be bonoured by che
king by [an offer of suitable] seats.

218. To his cquals he (fe. the Ling) is o offer
seats equal in height to thar of his own, to persons of medm
importance, the seats of middling heighe, and to persons who
are superior t him should be given 2 more elevered sear,
while the lowly persons are to be seated on the ground.

219. Before the precepror, the Ling or the spirtual
guide (gnr«) wise persons are to sit on the ground or on 2n
wooden seat.

220. Sitting together with the spiitual gwide, the pre-
cepror or the king in a boat, on an ¢lcphant ot 10 a charor, or
on [large] wooden seats 15 allowed (lit. not to be objected za).

Lymgdown postures

2231. Postures in the bed are known 2s Akvicira, Sama,
Prasinra, Vivaruta, Udvahita 2nd Nata,

22z, Alefiata}l Lymng down with hmbs natrowed down
and the two kness stiching to the bed s called the AkoBzira
postute. It1s to bc used in representing persons atacked
with cold.

223. Sama:i Lying down with the fzce upwards 2nd the
hands frec 2nd turning downwards is called the Sama posture.
It is thie posture in deep slecp.

224. Prasadtad Lying down with one atm 2s the pillow
and the koees stretched, is called the Prasirita posture.  Itis
to be used to represent one enjoying a sleep of happiness.

225. Vivartitay} Lying down with the face downwards
is called the Vivartita posture, It is to be assumed in [repre-
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senting] wound from any weapon, death, vomicti ;
tion and lunacy.

226. Udvahitag Lying down with the head resting on
the hand and making a2 movement of the Lknee s called the
Udvihita posture. [t is to be used in sports, and on heanng
the master’s words.

227. Natail Lying down with the legs (lit. shanks)
slightly stretched and the two hands loosely testing is called
the Nata posture. It is to be used in lazidess, fatigue and
distress. -

228. Ths is the [rule of] Gait and movements I was to
tell you,  Whatever remains unsaid should be devised accord-
ing to the demand of arcumstances. 1 shall hereafter speak
about the division of the stage into Zones in connexion with
going about on ir.

Here ends Chapter XIII of Bharata's Natyasastra,
which treats of Gaies and other Movements,

3t
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ZONES AND LOCAL USAGES

1. One should fix the Zones [of the stage] aftesr know-
1ng the diviston of three [kinds of] playhouse, that have been
mentioned before by me.

Arrangement of drums
2. The producer [of a play] should arrange the drums
between the two doors of the tring room, which I have
described before.
The Zond drssion

2. The Zonal division® 15 to be indicated by going about
onthe stage. [When one sina parucular] Zone [of che
stage, it] will change [ht. be another] with his walking out
of 1.

Utsisty of the Zonal dinsion

4-7- [t 15] from the [convention of] the Zonal division
that onc is to know [whether the place 1n which the sceae
has been laid] 15 a house, 2 aty, a garden, a pleasure-resort, 2
niver, a hermitage, a forest, the carth, the sea, [any part of]
the Three worlds, with movable and immovable objects,
any one of the nine great divisions of the earth or its seven
continents or any of the different  mountains, the
invisible world, the [sutface of] the carth or the nether
world (rasztals), places of rest ot abodes of the Daityas

1 'Sec Il 63ff.

3 * As modern device of the changcof scencs was sbsentin the 2ncient
Indian theatre, the convention of the Zonal division indicated the locality in
which diffcrent characters met,
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and the Serpents, houses, and forests. Zc . ce
imagined with teference to a city, a forest .o ofa
continent or a2 mountain where the action tahes p e

Indscating relassve location

8. Onec should assume by convention whether a place
is outside or inside a localiey or o the middle of it, or away
from it ot near it.

g. According to [the convention of] Zonal division,
those who have enteted [the stage] earlier, should be taken
as being inside [a house], while chose entering it Jater are to
be known as remaining outside.

1o. He who cnters the stage with the intention of
seeing them (i. e. those entering earlier) should report himself
turning to the right.

The cast on the stage

ri. The direction which drums and two doors of the
tiring room face, should always be considered as the east in
course of a dramatic performance.

The rale of exit

1z. If any person will go out from the place (lit, there
i.e. mnside the house) on any business, he is ro make his exit
by the very door he used when entering.

13. If after ‘going out he is to re-enter that House he
will make his exit [if necesseary] by the door through which
the men [who enter later] came.

14-15. I out of necessity he goes along with the [atter,
and [re-] enters the house with the latter, or by himself alone,
the different Zones should be presenbed for the two.  This
other Zone will be indicated by their [order of] walking.
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Indscation of rank in grosp-walking

16. Wik the equals, onc is ro walk side by side, and
with one’s inferiors one is to walk surrounded [by the latter],
and Handmaids are to be known by their walking before [the
master]

Indscating distance grest, smat! and medim

a7.  The same place of much walked over will be taken
as a distanc Jand.  Aad nearby land of lands of medium
distance are 0 be mdicated likewise [on the same pnnciplc]‘.

Aovement of gods and demigods
18-20. According ro varous needs of the plot (ke
play) gods and demigods are to move to cities, forests, seas
or mountains through the sky, by an acral car, by their
occult power or by different other acts. But while in disguise
in a play they (1. gods and demigods) are to move on the
earth, so that they may be visible like human bemngs (lit
through human causes) *
MMovement of men m Bbarasa-varsa
25, Gods and demigeds can ar thexr will move to all
[the nine] divisions [of the continent], but it 1s prescribed
that men are to move i Bharata-[varsa] (India) alone.

Departure for a distant plece

22. If a person departs on business to a distant place,
this is to be indicated by closing the Act [with his depattiag
and mentioning again this fact in an Inmreductory Scene
(praveiaka).

Time allowed for cvents of an det

23, To indicate the arrainment of an object one is to

traverse a measure of distance.  But in case of failure in this

t7 1 For an example of this see Urtara. I,
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regard (Ir. in non-attainment of the object) tho < uld
be brought to an end.

24. f[Inadents i a play occurting for] a hoina a
Muhiicta, a Yima and a day are to be accommodaced in an
Act in pursuance of the Seed (b7a) [of the play].

25. But a month or 2 year 1s [to be considered] finished
with the end of an Act; and eveats occurring more than one
year after, should not be pat in one Act.

26. Zones of the stage [and allied conventions]
concerning inovements of men are thus to be observed n
a play in connexton with Bhirata-varsa (India). Now let 1cbe
known that gaits of gods and demigods are like that of men.

27-32. Yaksas, Guhyakas, followers of Kuvera (it the
giver of wealth), Riksasas, Bhiitas and Pificas who live 1n
the best mountan Kaifisa included in the Himalayas,
are known as dwellers of the latter mountain,  Gandharvas,
Apsarasas and Ganas are known to live in the Hemakita, In
the Nisadha [monntan] kive all the Nagas (Serpents) such as
Sesa, Vasuki and Tzksaka, The thirty-three groups of gods
dwell 10 the great [imountain] Meru, and Siddhas and Brah-
marsts in the Blue [Mountain] full of Japss lazeli. The White
Mountain is the abode of Daityas and Dinavas, while Ptes
resore to the Srigavat [mountamn]. These are the best moun-
tains where gods and demigods dwell. With reference to the
Zonal division they should be [placed] in Jambudvipa [whete
these mountains exist].

Movement of gods
32-35. Their eforts and exploits should be represented
(. made) according to their habits and powers, but their
costumes and make-up should be like that of human bewngs.
All the Stases of gods are to be made human.  Hence they
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should not be represented (lit. made) as winkless [which they
traditionally are].  For the States and the Senriments [in 2
play] depend on Glances. And the States are [first] indicated
by Glances and then represented by gestures and postures (lit.
by hmbs).  This 1s all abour the Zonal division.

Four Local Usages

36. Ishall now resume the description of the Local
Usages {pravrsts) which according to experts i drama arc
fours Avanu, Daksinarya, Paficili (P3ficsla-madhyami) and
Odra-Magadhi'.

[Now comes the question]d Why is [1t called] pravrtns
{report) [of the Local Usages]? [In answer to this] 1t is said
that pravrtfs is so called because 1t gives us properly informa-
non regarding costumes, languages, and manners in differcnt
countries of the world. Vrtty means “nformauon’. There
are many countnes mn this world.  Hence it 15 ashed, «How
a fourfold diviston of these (s c. the four pravrites) [can be]
justihied ? For an observance of all these pravretis has common
charactensties.”  [In reply] 1t has been said, It s true that
their observance has common charactenstics; but as people
have diffetent natine countries, costumes, languages and man-
ners, | have presenbed 2 foutfold classification of the dramatic
petformance attached to [four] differenc Styles. {Different]
countries are attached to pesformances which relate to the
Styles such as the Verbal (bbrars), the Grand (sittvati),
the Graceful (kaifsk) and the Violent (arabbati). Because
of this the four Local Usages develop, and performances
[following them] originate.

35 ! The passage followng this ill the beginning of 37 13 12 prose.
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Diksnityz Local Usage

Now [it is said] in this connexion (e . . the
Southern [coantries] favour various Linds of darc. w1 and
instrumental music, an abundance of the Grac..ul (ka:jtkz)
Style, and clever and graceful gestures. They ace as follawsy

37. Countries adjacent to mountains named the Ma-
hendra, the Malaya, the Sahya, the Mehals' and the Kala-
pafijara’, are known as the Diksmipatha (Deccan)

38-39. Kosala, Tosala', Kalinga Mosala® and countrnies
like Dramida, Andhra, Mahd-vainpi and Vanavasika which
lie between the Southern Ocean and the Vindhya [mountain}
arc always to take to the Daksindtya Local Usage®.

Avanti Local Usage

qo-41. Avand, Vidi§i, Saucdseea, Malava, Sindhu,
Sauvira, Anarta’, Arvudeya® Dasarna, Tripura, and Mrtukiavae®
always take to the Avant Local Usage.

42. This Local Usage depends on the Grand (saztvari)
and the Graceful (kas5ski) Styles. Hence these should be
used in plays and should be adopted by the producers [related
to the area].

37 *For Mckala sec the Buddbzcarita X1 3x

2 Kalapaiijara seems to be same as modern Kilisjar (=Kalapifgara), pedpsra
15 a variant of pafijera, see Para-saddhamabannavo, sub voce,

3835 ! Afcka’s Tosali * Older name of Masuhpattanam in Andhra,

* Mah3-vennd, a Sk, pame of the Krsa-venna nver, The pame indicates
the artached river-valley,

* Geographical names menwoned in this passage and the passages that
follow, ate mostly to be met with in the Purinas (somztimes with vanant read-
ings) Fora ducussionon the same see D,C. Sircar, “Text of the Puranic
Lists of Peoples” (IHQ. Vol. XXI. 1945, pp. 227-314)

4o-4r  * Anarta was probably N, Kathiawar peninsuls.

* Arvuda or modern Abu in Rajputana is probably meant by this name.

¥ Somctimes identified with Mertd ia Rajasthin, See JAS: Vol XJ_IIL .
pp. 380-181. T e T
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Odra-Magadbi Lecal Usage

43-45- Eastern [countries such as] Anga, Vafiga, [Ut]ka-
liaga', Vatsa, Odra Magadha, Pundra, Nepila, Antargin,
Bahirgiri, Pravamga’, Mahendra, Malada®, Mallavarraka,*
Brahmottara (Suhmottara)® Bhirgava‘, Margava®, Pragjyotisa,
Pulinda, Videha, Tamralipta, and Prafga® adopt the Local
Usage known as the Odra-Magadhi.

46. In relation also to other countries Lnown n the
Puranas as belonging to the East, the Odra-Magadhi Local
Usage 1s applied.  [This Local Usage depends on the Verbal
(bbarasi) and the Graceful (barfiks) Styles.}'

Paficali Local Usage

47-48. Countries such as Paficala, Strasena, Kaémira,
Hastindpura, Vilhika, $ilvaka,’ Madra and Ufinara which are
contiguous cuther to the Fimalayas or to the Norchern bank
of the Ganges, take to the Pafcili (Paficala-madhyama) Local
Usage.

49. Inthis Usage the Grand and the Violent Styles
are known [to predominate]. The application of these
[mcans] paucuy of song, and excessive movement and extra-
ordinary Gauts and steps.

43-45 * Utkalinga 15 the older pame of the later Utkala  This occurs
in the Brahma P, ? The regron beyond Vaiga

* Maladi be may modern Maldah Distrier of W, Bengal

¢ Mallavartaka may be modern Afelisbbum (Bankura in W, Bengal).

® For Brahmottara see Vifvabhirati Patriki, Vol IV, pp, 250f,

® Bhargava remains unidenufied. T Margava remains unidentified,

® The region beyond Afga.

46 Thus is from a conjecture] restoration, See Introduction to the texr,

47-48 1 The reading Salyala of some mss. may be a variant of Salvaka.
As in the Porinas 2n expression hike f2lodb ikolavasinab is met with, Silvas or
Silvakas might have been the name of a tribe residing in the ancient Sikala
region.  See Pigini, IV. 2. 133, 169, 173 and Mbh. Bhisma 10 3
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Twofold entrance tn observing Local L

50. In going zbout on the stage the L . Usages,
will operate in two ways, viz. by entering lrom the fighe
and by eotering from the left.

5t. In the Avanti and the Daksindtya Local Usages the
going about [on the stage] will be from the nght, and o the
Paficali and the Odra-Magadhi it will be from the lefe.

52. In the casc of the Avanti and the Diksinityz Local
Usages the doot to be used 10 entering should be the North-
ern one, while mn case of the Pafcili and Odra-Migadhi
Local Usages the Southern door should be used.

53. But in view of the special assembly, place, occasion
and expression of meaning these rules may be combined (lit.
be made into one).

54- Experts should produce their plays in Styles which
have been prescribed before for the Local Usages in different
countries’,

Two generdl types of play

55. The production of a play in conformity with the
rules of dramatic practice 15 of two types: delicate (swkurmira)
and energetic (Fviddba).

The violent type

56-57. The play which requires energetic (dvrddba) ges-
tures and dance movements {aigabira) to represent, cutting,
picrcing and challenging, and contains the use of magic and
occulc powers as well as aruficial objects and make-up, and has
more men and less women [among 1ts dramatis pzr.mnde]

54 'B.G. add one couplet which in translation is *In musical plays
(ginakidi) these rules should be simphfied, One should produce them
(e, practice those zcts) in duscegerd of the multiplicity of Local Usiges™
But this seems to be apunons,

32
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and apphes [in its production] mostly the Grand and the
Violent Styles, is of the energetic type,

58. According to the [expert] producers, [plays of] the
Dima, the Samavahira, the Vygyoga and the Thimega [clases]
are known to be of the energenic type,

59- Production of 2 plays of this type should be made
by [an impersonation of] gods, Dinavas and Raksasas who are
majestic and haughty, 2nd have herottsm, energy and strength,

The delrcate type

60. The Niawmha, the Prakarana, the Vithi and the
Aika are plays of the delicate type, and they depend {for their

production] [on an mpersonation of] human beings only.

Two Practices

61. Ishall now define (hit. relate the charactenstes of)
the two Practices {dbarmi) which have been mentioned before.

Rezlestsc Practice

62-63. Ifa play depends on natural behaviour fin 1ts
characters] and s sumple and not artificial, and has in its [plot]
profession and activitres TF the people and has [simple acting
and] no playful ﬂoimﬂ: oE Jimbs and depends on men and
women of different types, itis called Realistic (lokadbarmi)’.

N (C’om)mtmnal Practice
64-65.-.1f a play modifies a tradicional story, introduces

:upernaturakpﬁwcrs, djsi_c’g:irds the usyal practice about the use
. 7
6 1 57
+ *Fota dlsmsslan 6t Dharmis see V. Raphavan, Nitya Dharmi zod

Loka Dharm ([d:ﬂum i2d Realism of Bharata”s Stage), Journal of Oriental
Researches Madras, Vol VI pp 359-375.

63-64 *Scc note 1 to IX, 5-3.
6465 *laceept Ag's interpretation.
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of languages, and requires acting with graceful A _ . _ . d
possesses  characteristics of dance, and require- .~ nal
enunciatton and is dependent on a heaser.  _ene and

beaven-born males, it is to be known as Conventional

66. It anything not admitted as real by people is
invested in a play with a corporal from and speech the .
practice is [also] called Conventional (nazyadbarmi)', PRt ,,_‘

67. [The practice in a play according to whjch p,ctson’“
are supposed] not to hear words uttered 1n m);lm 70T to
hear what bas not been uttered at all, 15 [also] @Glled Conven-,
tional. A —

68. If objects like a hull, 2 conveyan\cc an acnal‘l:ah
shield, an armour, a weapon ora banncr‘?&f{-»‘aﬁ imade to
appear on the stage (ht. are used) in [human] form, itis
known as an [instance of] Conventional Practice.

69g. IE after appearing in a role, one assumes a different
role [in the same play], on account of his being an expert in
both the cases or being the sole actor available for both
the roles, it is known to be an instance of Conventional
Practice.

70. Ifawoman for whom marital connexion with a
particular person in actual lfe is forbidden by the Sastras is
made to appear in 2 play in the role of woman with whom
such connexion is permitted, it becomes an instance of Con-
venuonal Practice. The same will be che result if the
situation in the above case 1s reversed. o

71. That, [in a play instead of simple walking] one
dances or goes with graceful movement of limbs as well
as with similacly made steps, is known as Conventional
Pracrice.

66 *An instance of this is the persomification of the Bhrahmafipain
Miyipuspaka (Ag)
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72. If the [ordinary] human nature which has acts of
joys and sorrows as tts essence (Jit. soul) 15 represented by (lit.
combined wich) [special] gestures, it becomes [an instance of]
the Conventional Practicc.

73. The Zonal division on the stage, which observes (It
depends on) many rules, isalso [an wnstance of] Conven-
tional Practice.

74. A play should always be produced with the conven-
tional movement [of imbs], for without actng through the
fuse of] Gestures etc. [by the actors] no feeling 1s evoked in
[the spectators]'.

45. The States are natural to all [persons] in a play and
all the gestures [1n connexion with them are used] from a
paticular necessity, [bence] decorarive movements of lunbs
[1n producing a play] have been considered as {an stance
of] Conventional Practice.

76.  So much about the Zonal Division, [the two] Prac-
tices and the [four] Local Usages. Experts in dramatic pro-
duction should know these and put them properly into
practrce.

77- | have described properly the Histrionic Representa-
tion by the $ikhi and by Angahiras. [ shall afrerwards
speak similarly about the Representation depending on
Words which constst of vowel and consonantal sounds.

Here ends Chapter XIV of Bharata's Nityafastra,
which treats of the Zones and Local Usages.



CuapTeER FIFTEEN
VERBAL REPRESENTATION AND PRUSODY

The actor’s speech
1. O the best of Brahmins, I shall now speak about the
nature (lit. characteristics of) the Verbal Representaton which
bas been mentioned hefore’ and which relates to (lit. anses
from) vowels and consonants.

Importance of speech sn drama

2. One should take care of words'. For these are known
as the body of the dramatic are.  And Gestutes, Costumes
and Make up and the acting of Sattva [merely] clanfy the
meaning of words,

3. Inthis world, (hit. here) the Sastras are made up of
words and rest on words, hence thete is nothing beyond words,
and words are at the source of everything.’

4. The Verbal representation 1s related to [a knowledge
of] nouns (nama), verbs (3khyita), patticle (nspata), preposi-
tion (upasarge), neminal suffix (taddbsta), compound words
(samasa), cuphomic combination (sandbs) and case-endings
(vsbhakes).

Two kinds of recstation

5. The Recttation (pdthys) [in a play] ts known to be
of two hinds g Sanskerete and Prakacic. I shall speak of cheir
difference in due order,

1 'For the four kinds of Hustrionic Representition which includes the
Verbal one see VI 23,

2 3 Thus rule applies to the actors as well as to the P"Y"U‘Sh‘-"scﬁ
Agz onthis, £57 ﬁ

3 " This view 13 also held by Bhaerthari (circa Goo A’é)/m’.hﬂ YAky'S- .
padiya (Agamakinda) Sce B, p 224, footnore
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Different aspects of Recitation
6.7, [Ths consists of] vowels, consonants, euphonic
combinations, case-endings, nouns, verbs, prepositions, particles
and nomnal suffixes, The Sanskrniuc Recitation 15 characters-
zed by [a due tegard to minor rules regarding these as well as]
to various vetbal roots.  Now shall speak brietly abour ats

apphcanon.
Speech-sounds

8. The fourteen sounds beginning with “a’ and ending
in *au’, are known as vowels, and the group of sounds begin
ning with *ha’ and ending 10 ha’ are hnown as consonants.

Vowles are fourteen 1 aumbet'. A, 3,110, 8,1,
t(long) 1, I(long) e, a1, 0 and au are to be Loown as vowels.

The group of letters beginning with ‘ha’, are consonants.
Ka, kha, ga gha, na, ca cha, )a, tha, fia, ta, tha, da, dha, nz,
t3, tha, da, dha, na, pa pha, ba, bha, ma, ya, 12, la, va, 52, s2
s2 and ha* [constrtute] the group of consonants *

Consonants thewr articulation

9. The first two sounds of each group [of the stop con-
sonants] are known as unvoiced (ggbosa) and the rest [of the
group) are called voiced (ghosa).

8 ? Different Stksas and Pratfakhyas enumerare vowels differently
According to the PS, they are 22 1n pumber, while the Atharva, Taittinya, and
Vapzsaneys Pransakbyss and the Rbsantra Vyskarana ($3mmeda Pr) gne
therr sumber respectinely a5 13, 13, 16,23 and 23 Sec PS (ed  Manomohan
Ghosh) p 51

3PS count emwsvirs visarga, Jhvamuliys and spadbmaniya among conso-
pants, See ed Ghosh, p 50

B reads after ehis a couplet (B 10) from PS, Sce bid, p 59 Not oceurre
sng m most of the mes this may be taken as spumovs.  Thus 15 followed 1 B,
by a prose passage which also seetas tobe such  The same s our view
abont the couplet B 11 which follows this prose passage. The substance of
this conpler (B 21) occurs 15 9 below.

1] f
{o\l?ws " 1 C ths conplet occurs after 8 2nd before the prosc passage that
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to. These [consonants] are to be classih n
as) voiced and unvorced, velar, labnal, dental |1 _ a
nasal, sibilane, palatal and Visarjaniya,

15.  In these groups [of consonants] ga gha na fa jha,
fi, da, dha, na, da, dha na, ba bba, ma, y2, ra la, and va are
voiced, while ka, kha, ca, cha, ta, tha, ta, tha pa, pha, s, sa,
sa and ha are unvorced-

12-14. Ka, kha, ga, gha, and ns, are velar (kantbastha)'
ca, cha, ja, jha, fia, 1, 1, ya and $a palatal, ta, tha, da, dha na,
r, 13, and sa cacurminal (miirdbanya), ta, tha, da, dha, na, la,
and sz dental, pa, pha, ba, bha, and ma labaal, 1, ¢-group,
y and £ are labal, r. t-group rand s are cacuminal, and
ha are from the throat (kanthastha), o and au ate
throat-labtal (kapthostha-stbana)’, ¢ and a1, throat-palatal
(kantba talavya)

14-15. The Visarjaniya 1s from che throat, and ka and
[kha] zte from the root of the tongue'. The place of articula-
tcon for paand phaare lips, and the same will be for the
closed (awivrta) vowels u and &°.

1516 [The group of sounds] beginning with ka and
cnding 10 ma are called stops (sparés}, 4a. sa sa, and ha are
open (vivrta) while semivowels (antabstha) are closed (samvrea)
na, fia, na, na and ma are nasal [sounds].

86-17. Sa.sa, and sa and ha are sibilants (wsman, ht.
hot); ya, ra, lz and va are semivowels (antahstba, lic, inver-

10 The pbyys does nor seem to oceur 1o 2ny well known grammatical
work. Thits 13 perhaps synonymouy with purdbanya, fcr i the production of
murdbanys sounds pshra (tongue) plays the most important part The Tastariya
Pr. descxibes the manner of therr production as follows  Jibcagrena prativestye
miirdbans te.vorgasye (11 37)  Coriously enough the term phoys has nover
agna been wsed ta the N§

12 14 3 For different madional niews about the places of arucnlation of
consonants see PS p. 62,
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mediarc), hka from the root of the tongue (fsb:Zrriliys) and
hpa from the throat as well as the chest (Esntborasyz)

18-19. The Visajaniya should be known asa sound
from [the root of] the tongue,’ These are the consomants
which have been briefly defined by me. 1shall now discuss
the vonels with reference o their use in words.,

Veuelsttherr quantsty

20. Of the abore mentioned fourteen® vowels ten con-
strute homogenons pas (ssmZna), of which the first oes
are short and the sccond ones long.

Four kinds of word

21. ‘Consututed with vowels and consonants [described
above] the words include verbs (Ekb)'?.r:),nouns (2mz2,) roots
(dbitn). preposition (uparzrgs) and particles (mip3ts), nomminal
affixes (1zddbsrz), evphonic combmnations (szrdbs) znd
ternunatons for cases and verbs {vsbbakts).

22,  The charatrensucs of vocables have been mentened
m details by the 2nctent masters. | shall again discuss these
charactersstaes brieRy.

The moun

23. The noun has its functions determined by the case-
endings such as *su” apd the bke, and by spedal meanings
dernved therefrom; and it is of five' kinds and has a basic
meaning (pratspadikzriba) and gended

18-19 3 See pote 1 to x3-14 zbove.

20 : Abent the number of vowels see 8 ote ¢ shove.

23 *TFive Linds of noun have been etmmessed by Goyiczodea, in the
Sim.knptasax_-l—nmim (Ref. Halder, Ithise, p. 273).

Thereisa dificrence of opinion sbovr the pumber of hesic measiogs
(grevpiikanba) of 2 word, According to Pinini they are two: chascrerianics ef
a speates (i) and P‘b;tcx (dravys). Kiryivana adds ene more to the prmber
whach s gender (hfgs).  But Nyighrepit—a rather Jees known zadent zutho
rity—reol their namber to be four, Actording to bim they are: chrsacreristics
f a species, object, gender and nomber (semiby3}  Pzmrfijaly however cons-
dered them to be Gve in pumber, e 5. charzcrerictics of a spedics, object, geoder,
umber znd cuse (kimcks).  (Heldw, Ishisa p, 447-45 3 =
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24. It {the noun) is known to be of sever d
has six cases, and it 1s well-known as somethin_ ¢ nstr
tured {sidbya), [and when combined thus wirh -t case-

endings] it may imply indication (nsrdefa) i, to (sam-
pradana), taking away (apadans) and the like
25. The verbs relate to actions occurring tn the present
and the past time and the ltke; they also are well-known as
something to be constituted (s7dbya), are dstnguished and
divided according to nummber and person.
The verb

26. [A ollection of] five hundred roots divided nto
twenty-five® classes is to be known as verbs :n connexion with
the Recitatton, and they add to the meaning [of the nouns].

27. Those that spasrjants (modify) by their own  spectal
signficance the meaning of the verbal roots included un the
basic words ate for that [very] reason called wpasarga® (prepost-
ton) un the science of grammar (samskara-3astra).

The particle
28. 'Asthey mipatant; (come together) with declined

24 * The seven classes probably relate to the seven groups of case-ending.

* Nirdeia seems to relate ‘nomunatives, for it 1s one of the meanings of the
casc-endings.  For an envmeraton of these see Haldar, fubisa, p. 170,

26 1 There are diferent numbers of toots 1n lists (Dh3tnpitha) attacked to
different grammarnical works, It 13 not known which gives their aumber as five
hendred.  Dhanapila (970 A.C) 1abis commentary to Jana Sakatiyana’s
Dhitupitha gives sume information en the subject, See Haldar, Iubia, pp 44),
Vesbal roots are divided according to Pl 1oto ten classes (gans). Ther
dinision into twentyfive classes does not seem to accur ta sny well-knows work,

27 ?This definiton of the mpasergs follows Sikstiyana’s view on the
subject a5 cxpressed in the Nirwkea (L 1.3+4). Accerding to thas suthonty
wpaserpes have no independant meaning, and they are merely auxiluty words
modifying of che verbal roors  (Haldar, Inbiasa, p. 346). et

28 ?According to Pimm indecdmables (cuyeys) of.the :‘-gtoup Tare T
particles (mspate). Sec L. 5 57, According to Patifipli mipites dd l!xc fupcrion

—~ -
33
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words (pada) to strengthen cheir basic meaning, roor, metre’
or ctymology®, they are called nipita (particles).

The affixes
29. 'Asit distinguishes tdeas (pratyays) and develops
the meaning [of 2 root] by intensifying it or combining [it
with another] or [pointing out) its essential quality (szz1e), it
is called pratyayas (affax).

The nominzl affix
30, ‘'As it develops surtable meamings [of 2 word] by 2n
clision [of some of 1ts sounds], a separation Tof its root and
affix} or their combination and by [pointing out] an abstract
notion, it is called tzddbisza (nominal affix).

The case-ending
31.  As they wbbajants (disunguish between) the mean-
ing of an inflected word or words with reference to their roots
or gender, they are called vibbaks (case-endings).!

of case-endings and inronanos (s era=pirch accent). (on P.1IL4.2) The 2uther
of the Kifil3 wo aceepts thus view 1n this comments on PI, 4.57.-

* Ce. vas, 1w, 20d 7 21c 1nstances of snch ripites,

3 It 15 not clear how rigitas, sueogthen the etymology given bere, Probebly
the reading here is corropr,

29 ! Soch 2n elaborste definifion of the £7é1yay« docs not pot zppess to
OCCUT 10 a0y exant grammauvcal work, Ag. scems 1o traee irto the Alsdrz
school of grammarians. The mmeaning of the definiton is not guire desr.
Acceotding to the common interpretation the Fr&fysy s mcans thee which helps
to develep 4 meaning from root

30 * This definition of the £2ddbite does pot 3ctm 1o oocor in zoy well-
Lnown gremmatical work, It describes the processes through mbich the p2d-
dbita sofix transforms z word.

31 17This definition follows the erymological sense of the perm (vidbeksi).
Durgasimha of the Kalipa school s2ys that the easc-endings are so called beconse
of their giving distinctive meaning to a word, Ser Haldar, Itihssa, p. 169,
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The euphbonic combination

32. Where a separated vownel or a consz . e
{combines with anothet)’ by coming tegether . na
word or words, it is called sandbi (cupbonic com  Luon).

33. As due to the combination of words and che meet-
ing of two sounds (lit. letters) their sound sequence (karma-
sambandba) sandbiyate (develops in a combinacion), 1t 15 called
sandbi (cuphonic combinacion).

Compound words

34. The Samdsa (compound word) which combines
many words to expressasingle meaning, and suppresses affixes,
bas been described by the experts to be of six kinds, such as
Tatpurusa and the like.

35- With these rules of grammar {fabda-vidbana) which
include minute dewils and suggestiveness, one should make a
composition by conbining words in verse or putting them
loosely in prose.

Two kinds of word
36. Padss are inflected words, and are of cwo kinds, viz.
those metrically used and thaose looscly put together in prose,
Now listen [first] about the characteristics of words loosely
used in prosc.

33 'The sundbe isswictly speaking, notmerely a combinaton of teo
sounds (vowels or consonaats); i a great number of cases their mutual phonetic
izflucnce constitutes 2 sandbs, This isef fve kinds, 2nd rclate 1o sstaraes,
vysipness, prakrties, anusiira-s, a0d evegs-s.

* This *ceming together® depends on the shottaess of duration which sepa-
rates the ver-raace of the two sounds  According to the andient authonties
3414k will ke plice whea this duration will not be more thas half a maxrd,
Te is for this reason that the two hemustichs ina couple are never combined,

{Hildar, Iribisa p, 166),
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Words in prose

37. Padas used looscly 1n prose are not schemaucally
combined, have not the number or their syllables regulated,
and they contain syllables tequited {only] to express the
meaning [in view].

Words sn verse

38.  Padas metrically used consist of schematically combi-
ned syllables which have feer and caesura, and which bave
their number regulated.

Syllabie metres

39. Thus anses a Rhythm-type (chandas) called Vit
(syllablic metre) made up of four feet which expresses different
wdeas and consists of [short and long] syllables.

Rbythm-types

40-41.  Rhythym-types with feer are twentysix in
number  Vritas  (syllabic metres) which are compositions
including these Rhythm-types, are of three kinds, viz. even
(sama), semi-even (ardba-sama) and uneven (vtsama).

41-42. These Rhythm-types which assume the form of
different syllabic metres, havetheir bases 1n words. There is no
word, without thythm and no rhythm without a word. Com-
bined with each other they are hnown to illuminate the drama

Twentysix Rbytbm-types

43-49- [The Rhythm-type] with one syllable [in a foot]
15 called Uktd, with two syllables is Aryukea, with three sylla-
bles Madhya, with four syllables Pratisthi, with five syllables
Supratistha, with six syllables Gayarri, with seven syllables
Usnik with eighe syllables Anustup, with nine syllables
Brhari, with ten syllables Paikti, with eleven syllables Tristup,
with twelve syllables Jagari, with thirteen syllables Arijagati,



with twelve syllables Sakkar, with fifteen syllac
with sixteen syllables Asti, with seventeen st !
with eighteen syllables Dhyti, with nineteen sv - u
with twenty syllables Krei, with tweneyone s3 1 1 « [ cakrry,
with cwentytwo syllables Akeed, with twenty carcc syliables
Viketi, with twentylour syllables Samkrtr wich cwentyfive
syllables Aukrtt', and with twentystx syllabies Utkrtr,
Possible metrscal patterns

49-51. Those containing more syllables than these are
known as Mila-vretas. And the Rhythm-types being of many
different varicties, metrical pattens according to the experts’
are innumerable. The extent of these such as Gayatri and the
like, is being given [below]. Buc all of them are not 1n use.

51-76. [Possible] metrical patterns of the Gayauifeype]
are sixeyfour, of the Usnik one hundted and twenty-eighe, of
the Anustup two hundred and fiftysix, of the Brhari five hun-
dred and twelve, of the Panksi one thousand and twentyfour,
of the Tristup two thousand and forty-eight, of the Jagad four
thousand and ninetytwo, of the Sakkari, sixteen thousand three
hundred and eighry-four, of the Atiéakkari thirrytwo thousand
seven hundred and stxey-cight, of the Asti sixeyfive thousand
five hundred and thirty-six, of the Atyasti one [ac thicry one
thousand and seventy-two, of the Dhrti two lacs sixty-two
thousand one hundred and forty-four, of the Atidhrti five lacs
twenty-four thousand two hundred and eighty-eight, of the
Krt1 ten lacs forty-eight thousand five hundred and seventy.six,
of the Prakeei twenty lacs ninccy-seven thousand one hun-
dred and [ifty-two, of the Aknti' forty-one lacs ninety-four

49-51 1 They are mathemanicians hike Bhiskaracirya. Sec Lilavit, section
84. (ed.Jivinznds, p 50). Couplets following this are mosdy spurious  See
{nzroduction to the texe.

31+76 1 Slokes giving the numbers of metres of the ke, vikree, sambry,
abbikrts (arskets) and stkros classes seems to be corrupt m G
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thousand three hundred and four, of the Vikrti eighty-three
lacs eighty thousand six hundred and eight, of the Samkti
one crote sixty-seven lacs seventy-seven thousand ewo hundred
and sixreen, of the Abhikst1 (Atikrtr) three crores thirty-five
lacs fifey-four thousand four hundred and thirry-two, of the
Uthrti six crores seventy-one lacs eight thousand eight
hundred and sixty-four.

77-79.- Adding together all these numbers of different
metrecal patterns wefind cheir total as chirteen crores forty-two
laes sevenceen chousand seven hundred and twenty-six.

Another method of defining metres

79-81. [ have told you about the even metres by count-
ing ftheir number]. You should also know how the triads
make up the syllabic metres. Whether these are one, twenty
thousand ot a crote, this s the rule for the formation of all
the syllabic metres or metres 1n general

81-82. Tuads are exght in number and have therr own
definitions. Three syllables heavy or light, or heavy and hght
mzhe up a triad which 15 considered a parr of each metrcal
Pattcrn.

83-84. [Of these exght triads] bha contains rwo light
syllables preceded by a heavy one (—-—), ma three heavy
syllables{— — —), 72 two light syllables separated by a heavy
syllable(— — <), s2 two lighe syllablcs followed by a heavy
syllable (= — —) ratwo heavy syllables separated by alight one
(—~ =) tatwo heavy syllables followed by 2 light one(— — <)
ya two heavy syllables preceded by a light one and (— — —)-
na three light syllables (- -}

85-86. These are the cight triads having their otigin in
Brahm3. For the sake of brevity or for the sake of metre
they are used 10 works on prosody, with or without [inherent]
vowels (Le. a).
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86-87. A single heavy syllables should -. -
and such a light syllable as ls.

Separation of two wards [in speaking a ver.. -
rules [of metre] is called caesura (yas).

8788. A heavy syllable ts that which «-.s .1 a long
or prolat=d (pluzs) vowel, Anusvira, and Visarga or comes
after a conjunct consonant or sometimes occurs at the end
[of a hemistich].

88-5g. Rules regarding the metre, telate to a regular
coupler (sampst), panse, foor, deities, location, syllables, colour,
piech and hyper-metric pattern.

A regular couple:

89-go. A couplet in which the number of syllables is

neicher in excess nor wanting is called a regular one (sampat).
Thzs pause

90-gx. THe pause (wwirss) occurs when the meaning
kas been finally expressed.

The foot

The foor (peds) arises from the root pad, and it means
one quacter [of a couplet].

Presiding deities of metres

9rg2. Agni and che like presiding over different metres
are their deities.

Location

Location 1s of two kinks, viz, that relading o the body
and that to a [particular] region.

Quantity of syllables

93- Syllables are of the three kinds, viz. short, long and

prolated (plata).
Colosurs of metres
Metres Have eolours like white and the like.
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Pstch of vowels

94-95. The prech of vowels is of three kinds, viz. high,
low and medium. I shall speak about their character in con-
nexion with the rules of Dhruvas. Rules {about their use] relate
to the oceaston and the meaning [of thing sung or recited].

Three ksnds of syllabic metre

95-97. Syllablic metres are of three kinds, iz, even
(samd), semt-cven (ardba-sama) and uneven (vigama).

If the number of syllables 1n a foor of any metre 1s duffi-
cientor n excess by one, 1t 1s repectively called Nivre or Bhurk,
If the deficiency or excess 1s of two syllables, then such a
metre s respectively called exther Svarie or Virar.

98. All the syllabic metres fall into three classes such as
divine, human and semi-divine,

g9. Giyatri, Usnik, Anustup, Brhati, Tristup and Jagati
belong ta the first or the divine (diwya) class.

100. Atjagati, Sakkari, Atisakkan, Asti, Atyasti, Dhrti
and Audhret belong to the next (r.e human) class.

1ox. Krid, Prakru, Vyakrn (Ahei), Vikrd, Sambkrti,
Abhikrtt (Atihrti) and Uthron belong to the semi-divine
class,

102, O the best of Brahmns, now hsten about the
metrical patterns which are to be used 1n plays and which are
included 10 the Rhythm-types desctibed by me’.

Here ends Chapter XV of Bharata's Natyadistra,
which treats ol the Verbal Representation

and the Rules of Prosody.

———

102 1 Some versions of the NS, read this couplet as the beginning of the
next chapter,
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METRICAL PATTERNS

Tanu-mazdbyz
1. Tanu madhya 1s a vanety [of metres] of the Gayatn
class, [In each of 15 feer] the first two and che last two
syllables are heavy ¥ Example.
2 santyakea vibhis3 bhrastifijana-netra |
hastirpitagandi kim tvam t2ou madhya |1

Tr Ofur Iady (. shim-waist=d one), why® have you cast off
yoer orcaments , why are your eyes without collyriom and why are you
resting the cbeek on the palm of your hand ?

Dlakaraba firsz
3 [OF che same class 1s] Mabharaka dirsa which has [in
each of 1ts feer] the furst four syllables Iight and the last two
hzavy.® Example
4. svayam upayintam bhajas: na hantam |
bhajahart him tvam malataha-f1es3 4

Tr. You are not gresting the beloved one who has come fo you
of hus own accord. O ternble one, why® are you so dull headed.®

Alalin:

5. [The metre with] the fcet of six syllables of

1 The defaznen of this metre s 2lso 105 exampl-, thoogh an wedependent
example alvo follows  Such 1 the case with thany oth~r metres defined 1a the
NS,

2 *&Lm trrr—wby (a2} you L? Cp K abowansn ewy darizmm
rseaye nx diyse, Kemar IV 7

3 YThisis olled Saftvedana by Pr P, Ve Roaad S+ B

4 1Secabove t etz

* Misbrabairsa—hviag ahead (1o brom) lk~ thatof 2 mukers, Thke
alluson 13 peshaps to th= foolish rrabers 1 the Vines maborseka'bs 1n the

34
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which the second one s hight [and the rest heavy] 1s
called Malin1'.  Example:
6. snina-gandha-stagbhur vastra-bhiisiyogaih |
vyahtam evaisim tvam malin prahhyata ||

Tr. By your perfumed bath, [weanng of] garlands, [good] dress
apd orpaments, you are recognised among these as the well-hoowa wife
of a gatland maler.

Malati
7. [The metre wich] the feet of six syliables of which
the second and the fifth are hght and the rest heavy, &
called Malati  Example.
8. Sobhate baddhayi sarpadividdhayi |
malati-milaﬁ mimni hlaya ||

Tr. The self possessed woman weanng the Malati garland 1n
which the bees are clinging, locks charming

Uddbaia
9  [The metrc with] the feer of seven syllables of which
the second, the fourth and the fifch are light [and the rest
heavy] 1s called Uddhata.  Examples,
ro. dants kunta-hrtinkam vy akulilaka fobham |
$imsativa tavisyam nirdayam rata-ynddham |1

Tr. Your face whick bears the marks of spear-like teeth [of the
beloved] and 15 strewn over with your disheselled hatr, indicates indeed
an un-relenting fight of Jove,

Bbramara milika

11. [The mewe with] the fect of seven syllables of

Paficatantra, IV, which really behesed that the monkey had leftits heart
behind 1n the ee on the nver-bauk  Hencel translate the word as “dull-
headed one ™

5 Y Thisis quue diffcrent from the metre Malim defined by Pingala and
bus followers  The NS ealls this second Malmi (wath 13 syllablesin cach
pada) Nandimukhi, See below 73-74
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which the first two and  the last two are heavy | .
light] is called Bhramara-malika. Example;,
12, nini-kusuma-citre prapte surabhi-masc |
¢s53 bhramati mattd kinte bhramara-ma

Tr. O beloved one, this being the month of Caitra which 13 variega-
ted with different flowers, cluster of bees are flying about 1ntoxicated
[with their smell}

Stmba lila

13.  [Themetre with] thefeetof eight syllables of which
the fise, the third, the fifch, the seventh, the last and [the
eigth] are heavy [and the rest light] 15 called Simha-lilo.* Ex

14. yat tvayd hy-ancka-bhivaif cestitam rahah sugiest |

tan-mano mama pravistam virtam atra simha-lilam |

Tr. That you have planned the love’s embrace in various ways,
O fair one, has entered into my mind as a hion’s sport.!

Matta-ceststa
15. [ The metre with] thefeec of eight syllables of which the
second, the fourth, the sixth and the eighth are heavy [and
the rest light] is called Marra-cestira.  Example:t
16. sada vightmiteksanam vilambitihulilakam
asamsthitath padalh priva karot1 matta-cestitam ||

Tr. Thebeloved one with her eyes always rolling, hairs hanging
down dishevelled, and footsteps unsteady, is behaving like a person
who is intoxicated,

Vidyul-lekba
17. [The meste with] che feer of eighc syllables of
which all are heavy, is called Vidyul-lekha.®

-_—
13 1 C gives the nime 25 Simhalckha. 14 ! The wamlation follows Ag.
t5 ! This metre is named as Pramicikd in Pr, P,
17 !B.givesthe name zs Vidynn-mili This is thc pamein Pingalz
and $r. B.



XVL 18 THE NATYASASTRA 268

Examp[e;.]
[vyomni |
18. simbho-bhitair anardadblih $yamimbhodair vyapre
adityAmsu-spardhiny-esa diksu bhrant vidyul-lekha ||
Tr. The shy being overcast with dark clouds which are roanng and

are 1aden wath masses of water, 2 flash of lightning which rivals the
sun-beam, 15 runmog [there] 1o all directions

Cstta-vilasita

19. [The metre with] the feet of eight syllables of
which the fifth, the seventh and the last are heavy [and the
test hight] s called Cutta-vilisita.'  Example.,

20. smua-vafa-viprahifair daana padair amibhih |

varatanu piima-candram tava muhham dvrnott |)

Tr. O farr lady (it fair-limbed one),® your face with the teeth re-
vedled on account of the smile, outshines (11t covers) the full moon

Aladbsskare
21. [The metre which has] the feet of minc syllables of
which che last chree ace heavy fand che rest hghe] s called
Madhukan.  Example.
22 kusumitam abhipasyanti vividha-taruganari-channam |
vanam anila-gandhadhyam bhramau madhobari hesti )
Tr. Seeing the woodland covered with varous trees full of flowers,

aod redolent with a fragrant breeze, the female bee 1s 8ying about 1n
[sheer] dehight,

19 ' C omits this metre

20 1 This mode of addressing a beloved woman 1s at least as old as the time
of Patafijal: who quotes the fragment of a poem as follows: caratams samprava-
dants kulkutib (Ref. Apte’s Gumde to Skt § 319)

21 ' This metre s called Bhujagassfubhred (°yuts, ®vred) by Pingala and
his followers
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Kuvalays-mala
23. [The mette which has] the feet of te
which the first and the last three are heavsy - -t

light] is called Kuvalaya-mili! Examplee,
24. asmims te bhramara-nibhe Lante
nini-rama-racita-bhiisidhye |
fobhim zvahati fubh3 mirdhni
protphulla kuvalaya-miléyam y

Tr. O dear cne, this shiming garland of full-blown Kuvalaya
flowers fastered on the lovely bee-like bawrs of your head, richly decorat-
ed with various jewels, briras forth a spectal glamour

Mayiirg-sarm?

25. [The metre which has] the feet of ten syllables of
which the second, the fourth, the steth and the eaghth are
light [and the rest heavy] is called Mayiira-sarips.” Example:

26. narva tc’st samgamo minusair

ndsti hamabhoga cthnam anyat |
garbhipiva drfyase hy-anirye
Kim mayTra-sitip tvam evam (I

Tr, O ignoblz goe, you have no union with men, neither have you
any sign of love's enjoyment. Still you look like one who 13 enceinte.
You fedeed behave hike 2 pea-hen.®

Dodbaka

27. [The metre with] the feet of eleven syllables of
which the first, the fourth, the seventh the tenth and the last
are heavy [and the rest light] is called Dadhaka. Example:

23 This i1 called Panava by Pingals and kis followers.

23 * Kavalays 1s 2 blue aquane Sawer of the Lotos class,

25 ? Piagala gives the name 23 Mayiasi® and so does V. R

26 1 This eelates the belief thar the pea-fowls” sexval anion tahes place in
ceraplees seclusdon.
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28. prashhalatigrapada-praviciram
matta-vighfirnita-gitra-vilisam |
padya vilasim hufijaram etam
dodhaka-vrttam ayam prakarot: |

Tr. O merry lady, look at this elephant which with s faltenieg
steps of the front legs, and with the body playfully mosed about [as
if 10] 1ntoxicanton, 1s imitating the marner of a dodhakal

Motaka
29. [The metre with] the fect of eleven syllables of

which the first twe, fifth, the eighth, and the last are heavy
[and the rest Light] 1s called Motaka. Example:,
eso mbuda-nisvana-tulya-ravah

Lsibah shhalamana-vilamba-pauh |
$rutva ghana-gartam adn tate

vthsin prati motayatt dviradah 4

Tr. This elephant heanng the clouds roanpg i the mountan
valley, 1s trumpeting 1o excitement as loudly as the [rain} clouds, and
1s rushing with faltering steps to the trees.,

30.

Indra-vayra
31 [The metre with] the feet of eleven syllables of
which the third, the sixth, the seventh and the ninth are
light, [and the rest heavy] 1s called Indra-vard. Example;,
tvam durnirihsyi duorita-svabhava
duhlhaika sadhyz hathinaila-bhava {
sarvasv-avasthisu ca kima-tantre’
yogyist Lim vi bahunendravayra g}

Tr. You are bard to be looked at, haie 2 troublesome Dpature, are
difficult to be won over, and you have an unmixed (lit, one} hard feeling,

32-

28 ! We are not sure of the meaning of the word dodbsks  Ag. writes

dodbakens giyaminam vritam dodbakasvrttam,
2g 3 This 15 pameed as Motanala by Gangadisa in Ch M.
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aad 1m the practice of love, you are unfit {ay0g)ad) at ever
short you are {like] the thunder-bolt of Indra,
Upendravajra
33 [The mette with] the feet of eleven T of
which the first, the third, the sixth, the seventh tu. ninth are
light [and the rest heavy] 1s called Upendra-vari  Example.
34. prii’e $riyd varna-viesanena
smitena kintya sukumara-bhavit |
ami gupi riipa-gundnuriipa
bhavantt te kmm tvam upendra-vajra ||

Tr. Obeloved one, due to your beauty, the special colours [of
your dress], smle, grace and delicate beanng, these qualities of yours
have matched the qualittes of the [beaunful] form  Are you the
thunder-bolt of Upendra (Vigno)?*

Ratbdddbata
35- [The metre with] the feet of cleven syllables of
which the first, the third, the seventh, the ninth and the last
are heavy [and therest hight] is called Rachdddbara, Example
36. kim tvay3 subhata [dhiirya] varpram
nidumano na subrdim priyam keeam |
yat palayana-parayanasya te
yau dhiilic adhund rathdddhaca (1

Tr. O good soldier, having left the van you hase done neither
any good to yourself mor to your friends, for while runoing away

[from the batile field] the dust [on your road] rises mow [as 1f]
scattered by charots?

Svagati
37- [The metre with] the feer of eleven syllables of
which the firse, the third, the seventh and the tenth and che
last are heavy [and the rest light] ts called Svigard. Example

34 1 Cf. Upendracvagram tw indra dbanssd wpamstam erc. (Ag )
36 1B, gives an additional example of thie metre (B. XV. 48).
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38. adya me saphalam Fyata-netre
jivitam madana-saméraya-bhivam |
Ggatist bhavanam mama yasmat
svagatam tava varory nisida ||
Tr. O the large-eyed one, today my hie and love bave attained
their object; because you haie come to my house. O fair Jady, you are
welcome, please be seated.
Salni
39. [The metre nath] the feet of elesen syllables of
which the siath and ninth are light [and the rest heavy] s
called $almi.  Example;,
qo. filabhraste nugunc y3'prakopa
lole dhairyad apriyam na bravisi |
iryam $ilam sddhvaho te’nuvretam
miadhuryidhya sarvada $alini tvam )
Tr Youbave no apger for one who lacks good conduct and s
worthless, and on account of your patience with the pzople yon do not

utter harsh words to apy one. O good lady, you have adopted 2
noble corduct; you are a housenife full of sweetness in every respect.

Totakz

41 [The mctre with] the fect of twelve syllables of
which the third, the sixth, the mach and the last are heavy
[and the rest light] 15 called Totaka. Examples

42. kim idam kapatdiraya-durvisaham

bahu-fathyam athélbapa-riihsa-hatham
svajana-priya-sajjana-bheda-karam
nanu totzka-vrttam idam huruse 1)

Tr. Why is this crooked and issufferable conduct full of ilainy,
and unambiguous (Lt. direct) and harsh words hurting the relations,
dear ones and {other] good people? You are indeed behaving like 2
hammer,

Kumuda-nibbz
43. [The metre with] the feet of twelve syllables of
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which the first four, the eighth and che tenth ar
the rest heavy] 15 called Kumuda-nibhi'. Exan |

44. humuda mibha tvam kima bana-vidd! 2
Lim asi natabhrith fita-vica dagdhi
mrdu-nalinivipindu-vaktra fobha
katham ap: jatd agratah sakhiram

Tr, O fair eyed damsel being like a Kumuda flower, why have you
been struck with cupid’s arrow and why do you appear before your
friends with a pale face like a delicate Nalini blasted by cold wind ?

Candra lekba

45. [The metre which has] feet of ewelve syllables of
which the first five, the seventh and the tenth as are hight
[and the rest heavy], and the caesura falls after the first five
syllables, ts called Candra-lehhz. Example

46.  vahtram saumyam te padma.patciyatiksam
kimasyivasam subhruvo$ civabhisim |
himasydpidam kimam Fhartu-hamam
kantya tvam Linee candra lehhéva bhasi |}

Tr. O beloved one, your sweet face with eyes as large as lotus-petals
and the splendour of your beautiful eyebrows, are the abode of love,
and they are prone to bring love even to the god oflove you shine
as 1t were hike the moon

Pramataksara
47. [The metre wieh] feet of twelve syllables of which
the third, the fifth, the ninth and the last ate heavy [and the
rest Iight] 1s called Pramuedhsara  Examplery
48.  smita-bhisini hy-acapaliparusi
nibhrtipavida-vimul.hr satatam |
yadt kasya eid yuvaur asu sukhi
pramatiksard sa hi puman jayat |}

' B gves another metre of this name with a different scheme and an

exzmple of thus (B XV. 56 58)
35
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Tr. If any one has a pleasing young wife with restrained speech,
who is always smiling and averse to speaking 1t of bim [eren] secretly,
and 18 never fickle or harsh, that person venly thmnes.

Vamfastha
49. [The metre with] the feet of ewelve syllables of
which the second, the fourth, the filth, the eighth, the tenth
and the last are heavy [and the rest light], 1s called
Vamsasthi. Example-
50. na me priyd yad bahumina-varjta
kridpnyd {tath] parugabhibhisanaih |
tathd ca pafyamy-sham adya 53 dhruvam
ksanena vamfastha-gatum harisyan ||

Tr She 15 pot dear to me, for sheis wanting in esteem [for me]
and her harsh words {also] have made her displeasiog [to me]. So I see
1oday that she will surely make at opce the mevement of a sabre,

Harma-pluta

51. [The metze with] feet of rwelve syllables of which
the fourth, the seventh, the tenth and the last are heavy
{and the 1est hght] is called Hanma-plui®.  Example:

52 parusa-vakya-kadibhihatd tvay3

bhaya-vilokana-paréva-nitiksani |
varatanuh pratata-plura-sarpanair
anukarott gatair harina-plutam ||

Tr. Smiten by the whip of your harsh words, the fair lady (it
fair-limbed ope)’, looking with terrshed eyes to ber sides and ruooing

away contipucusly with quick steps. 1s imitating by her movements a
deer’s gallop

Kamadatta
53 [A mette with] the feer of twelve syllables of

51 1 This 1s called Druta-vilambita by Piogala and his followers.
5z Sec zbove 20 note 1.
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which the sevenrh, the ninth, the eleventh a
heavy [and the rest light] is called Kimadaua
54. karaja-pada-vibhiisita yathd wam

sudati dafana viksaridhard ca |
.. - -
gatir api caranivalagna-manda
tvam ast mega-samiksi kimadazel §)
Tr. O farr lady® you have been adorned with the marks of nauls,
your ips bave been bitten by teeth, and your gait also s faltening and

slow. It seems, O deer-eyed one, that you have gnven[yourself up]
to [the enjoyment of} love.

Apramey’

55. [The metre with] cthe feec of ewelve syllables of
which the frst, the fourth, the seventh and tenth ate highe
[and the rest heavy], is called Aprameyd’. Examples,

56. uate kacid any3 sami didyate std

gunair y3 dvicdy3 ceetyfipt casmin |
maméyam matir sarvamp lokam dlokya
jagaty-aprameyds: srstd vidhared ||
Tr. Nowhere to be seen another woman who s your equal, and
there is in this {world] none who is [even] second or third to you
in order of merit. The creator has made yon matchless.
Padm:ni

57. [The merre with] the feet of twelve syllables of
which the second, the fifth, the eighth and the eleventh are
lighe [and the rest heavy], is called Padmini’. Example:,

58. deha-toyifayd vaktra-padmdjjvali

netra-bhragikuli danta-hamsaih smit3 |
kefa-patrac-chadi cakravaka-stani

padminiva priye bhasi me sarvadi ||

53 ! C. calls this Kama-matti,

54 ! Swdsti—O Lair-toothed one

55 " Thisis ealled Bhujanga-prayin by Pingala and bis folionens.
57 *This 15 called Sragwini by Pingals and his followers
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Tr. O dear lady, you always appear to me like a lotus-lake, for your
body is a pool of water which shines by the lotus-face, and your eyes are
the restless bees [there], and you smile with the swap-lile teeth, and
your haus are [the Jotus]- leaves, and the breasts are hike the Cakra-
vakas [smamming there)?

Patuurita

59  [The metre with] the feet twelve syllables of which
the first six and the tenth are hghe [and the resc heavy], is
called Patuvrtea.!  Example:

6o. upavana-salilinim bils-padmair
bhramnra—Parabhrtinim Lantha-nadaih |
samada-gati-vil3saih h3mininim
Lathayau patu-vettam madhu-masah {f

Tr The month of Caura (It honey-month) with lotus-buds 1n the
garden Iakes, songs of bees and cucloos and the playful movements of
stoxicated women, 1S announcing 1ls Smart manners,’?

Prabbiat

61 [The metre wirh] feet of twelve syllables of which
the second, the fourth and the ninth the eleventh and the last
are heavy [and the rest ight] 1s Prabhivati. Exampley

6z, hkatham nv-idam kamala-vifala-locane
grham ghanaih prhuca-kate médhare |
acintayanty-abhinava-varsa-vidyutas
tvam fgatd sutanu yatha prabhavati yj
Tr. O fair one, with eyes as large as a lotus, how hase you come like
a goddess (iit. radiant beypp) to this house {of mine] when rays of the
moon bave been covered by clouds, and you have not cared for the
impending (I new) rains and the hightmng?
—

58 B givesasecond example {BXV. 77) which scems to be a varant
of this,

59 * This ss called Puta by Pmgala 2nd his folloners

6o *lamnor certiin about the exact meamingof the term puterrsra
One ms. gives 1t as patuorrra (see B ) which 1| adopr
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Prabarsams

63. [The metre wicth the] feet of thirte n
whtch the first three, the eighth, the tenth a1d -+ 1
and the last are heavy [and the rest ight]iscalle ' T arsamt
Example;j
64. bhavasthatr madhura-hachath subhasicas tvam
sitopa-shhalita-vilambita gatai§ ca |
ninifigair harasi manamsi himukinam
suvyaktam hy—acuagan praharsam c )

Tr. [O fair onel. by your loving and sweet words, witly sayiogs,
majestie, faltering and slow steps, aed by the various graceful move-
ments of other limbs you captivate the mind of Yovers Itis very clear
that you are egrapturing beyond [anything else 1] this world

Matea-mayiira
65. [The metre with] the feet of thirtcen syllables of
whuch the sixth, the seventh, the tenth and the cleventh are
light {and the rest heavy], 1s called Matta mayiira. Example.
66. vidyun-naddhih séndra-dhanur-dyotia dehi
vatoddhiitah $veta-balakd-Lrea éobhah |
cte meghi garjita-naddjjvala-cinhha
Privrl:—lxilam matta-mayiram Lathayann 1]

Tr These clouds [characterised] by a tbundering noise and brilhiant
$12os contarning lightning and rainbow. moved about by the wind, asd
adorped with whate cranes speak of the [arrival of the] ramny season
which maddens peacocks

Vasanta-tlaka
67. [The metre with] the feet of fourteen syllables of
which the first two, the fourth, the etghth and the eleventh
and the thirteenth and the last ate heavy [and the rest light]
1s called Vasanta.ulaki, Example-,
68. catrair vasanta-kusumaih krea-heda-hastd
srag-dima-milya-racani-suvibhiisicdngi |
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nigivatamsaha vibhiisira-karna-pada
sahsad vasanta-ulakeva vibhatt nir |)

Tr. This well-dressed woman who has adorned her braid of hairs
with many-coloured vernal flowers, and the rest of her body with vanious
types of floner garlands' and lobes of her ears with snale-hie ear-
oreaments, looks indeed like the decoratien {nilaka) on the forchead [of
1he goddess] of spring

Asambadba

69. [The metre wich the] fece of thirteen syHables, of
which first Ave and the lasc three are beavy, [and the rest
light] 1s called Asambidhi. Example-

7o. mam lohajfiah Sruta.bala-hula-Sitidhyo

yasmin samminam na sadrfam anupa$yed-dhi 1
gachet-tam tyahn drura gaur aparam defam
Lirna-nanirchare av anyr-gyam asambadha ||

Tr. A proud person who Loows the world and 1s learned, strong, of
bigh barth and character, must leave {a cowntry] tn which he does not
recewve adequate honour, and should quickly go to a different land:
for this world 1s scattered over with wealth of mapy Linds and ofers po
obstruction [to such a person].

Sarabba

71.  [The metre with the] feet of fourteen syllables of
which the frst four the tenth, the eleventh, the thutecnth
and the last are beavy [and the rest Iight] s called Sarabha.
Eaample._,

72- csa hintd vrajati lahitam vepamani

gulmacchannam vanam-urn nagaih sampraviddham |
ha hi Lastam him idam-itt no vedmi midho
yzheam hrodhae-charabha-lalitam Larto-hama |

Tr. Thisbeloved lady goes trembling in a graceful manper to the
forest covered with shrubs and ibterspersed wath high hillocks Ab,

68 ' Srak and milys arc unsed here probably 1o mdicare two different
kinds of garlands
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what a pity, the fool that 1 am, I could not understand th
she is openly playipg the graceful role of a young elepha

Nandimakhs

73- [The metre with] the feet of fifteen < ot
which the first six, the tenth, and the thireee th are hght
fand the rest heavy], is called Nandmukhi*  Example

74. na khalu tava kada-cit krodha-tamrayatahsam
bhrukuti-valita-bhangam drsta-plirvam mayisyam |
kim- tha bahubhir-ukeair yi mamaisi hrdistha
tvam-asi madhura-vikya devi nandimukhiva

Tr. Never before have Iseen your face with eyes red in anger and
with eyebrows curved by a frown, O lady, what more shall Isay? Are

you the [same] sweet-tongued ome whko resides 1n my heart and has
a jolly face?

Gaja-vilassia

75. [The metre with] the feet of sixteen syllables of
which the first, the fourth, the sixth and the last arc heavy
fand the rest hght] 1s called Gaja-vilasita.' Exampley,

76. toyadharah sudhira-ghana-patu-pataha-ravah
sarja-hadamba-nipa-kutaja-husuma-surabhim §
kandala-séndragopaka-racitam avanitalam
viksya karoty-asan vrsabha-gaja-vilasitakam |j

Tr On sceing the surface of the earth adorned with the Kandala and
the Indragopa, and perfumed with the Bowers of Sal, Kadamba?, Nipad
and Kuta)a, thys clond with ns loud and clear drum-like peals of thunder
(it sounds of the clouds) imtiates the sportful movement of a bull
and an elephant.

73 " Thus 1s called Milim by Pingzla and his followers

75 ! This s called Raabha-gaje-vilanca by Piagala and hus followers

76 Y Kudambs and mipas aze usually conndered synonymous Iris just
poasible that these are two different trees with these two names, and later writers
bave 1gnared the difference which may be very slight. It may be noted here
that the Concise Oxford Dictionary defines mipa 23 a ‘*kind of E Induan palm.”

? See note 1 abave,



XVL 77 THE NATYASASTRA 280

Pravara-lalsta

77.  [The meure with the] feet of sixteen syllables of
which of the second, third, the fourth, the ffth, the sixth,
the cwelfth the thirteenth, the fifteeth and the Jase ate heavy
[and che resc light] 15 called Pravara-lalira.  Example:,

8. nakhilidham gatram dafana-khacitam cBstha-gandam

firah puspbn-mifram praviluhitakeslakintam |
gatth khinnd céyam vadanam api sambhranta-netram
aho glighyam vrttam pravara-lalitam L3ma cestam {|

Tr Her body has been scratched by nails, and lips and cheeks are
bitten by teeth, the head s set with flowers, hairs bave their ends
scattered, and her gait 1s langngd, and the eyes are restless  Ah, a very
graceful exploit of love, has taken place 1n a prassworthy mannet,

Sikbarmi

79 [The metre with] the feet of seventeen syllables of
which the second, the third, the fourth, the fifth, and sixch,
the twelfth, the thirteenth and the last are heavy [and the
sest hight], 1s called Stkhauni.  Examples

8o mahinadyibhoge pulinam wa tc bhau jaghanam

tathdsyam nerrabhyim bhramara-sabitam pankajam-va
tanu-sparfaé-cayam sutanuy sukumiro na parusah
stanibhyim tungabliyam $ikharini-nibhi bbasi dayiee

Tr. Yout hup 1s like the sand-bank on the margm of a rwver, your face
together with the eyes, 1s like a lotus with the bees, the touch of your
body O fair one, 1s solt and not rough; with your two elevated breasts
you look like a lake between two hills, O dear one.

Vrsabba-cestita
81.  [The metre with the] feet of seventeen syllables of
which the first five, the cleventh, the thirteenth, the four-
reenth, and the sivreenth are light [and the rest heavy] 15
called Vesabha-ceseita®, Example:

81 * This 1s called Harni by Pingala and his followers.
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82. jalada-nmadam Sruwvd garjan madoccaya da
vilikhatt mahip $mgiksepair mrgah prau u
sva-yuvats-vrto gosthad gostham prayati 1 L
vrsabha-lalitam citram veteam karott ca sua uie |

On hearing the thundening nowse of the clouds the beast maddened
with an excess of rut, is striking the earth with its horns and 15 bellow-
g in reply. And then, surrounded by young females of its class
goes fearlessly from one cow-pen to another and has the ox’s sportive
exploits of many kinds on the green [pasture].

Sridbari

83. [The mectre with] the leet of seventeen syllables of
which the first four, the tenth, the eleventh, the thirteenth,
the fourteenth and the last are heavy [and the rest hight], 1s
called Sridhara.  Example,q

[dhiipaik
84. snanaif ciirnath sukha-surabhibhir ganda-lepm$ ca
puspaté cinyath firast-racitarr vastra yogais-ca tais-taih |
odnd-ratnath kanaka-racitair anga-sambhoga samsthas
vyaktam kante kamala-nilaya étidharévic bhisi ||

O beloved ope, by your bathing, powders, pleasently fragrant paste
smeared on your cheek, the [hair-perfuming)] incense, flowers set on the
hair (it head), vanious clothes and maoy jewels combined with gold
worn on the hmbs, you shine indeed very much Iike the lotus-dwelling
[one] who 1s the goddess of beauty.

Vamsa-patra-patita
5. [The metre with] the fect of seventeen syllables of
which the ficst, the fourch, the tenth and the last ate heavy
[and the rest light], is called the Vaméa-patra-patita.
Example:j
86. esa gajo’dri-mastala-tate kalabha-partvrtah
kesdatt vehsa-gulma-gahanc-kusuma-bhara-nate |

83 ! TIsis called Maadikednta by Pingala and hus followers.
36
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megha-ravam nifamja mudizh pavanajava-samzh
sundari vamsa-patrz-pauitam punar—api kurute |}
O fair 12dy, this elephant mhich serronnded by yourg onzs is playicg
near the peak of the il in the thick forest of trees 2ed shrobs Iz2den

with flowers, is delichted to hear the roarisg of clouds, acd is morzover
czusing, lile the wind, the bamboo lzaves to {21l [oo the groved].

Velembirs-gans
87. [Ths metre wuth the] fect of seventeen syllables
of which the second, the sxth, the eaghth, the velfth, the
fourteenth, the fiftcenth and the last are heavy [2nd the rest
light], is called Vilambiragan'.  Examplez
85, wighfirnitz-vilocan? prihu vahirnz-hara punzh
pralamba-rafana ealat-shhalita-pada-manda-kram3 |
na me priyam idam janasya babhumanz-ragenz yan
madenz vivasi vilambita-gatth hntd tvam prye
O belove ors, youreses zrerollicg, the larpe nacklzce is displeced,
tke girdle ss hapriog looss, 2nd your slow steps are faltering; Iindeed

1ike? this your slow gaut thet yon essume ovt of oversbelmire prde dez
to this man’s Jove 2rd respeet {for you]

Citralekbz
89. [The merrs with the] feer of cighreen syllables of
which the farst five, the eleventh, rhe twelfth, the fourzesnth,
the fifteenth, the scventeenth and the lest are heavy [and the
rest hight] as called Carra-lekhs®. Examples,
go nana-ratnidhyzir-bahubhir-adhikam bhisapzit-
aﬁga—sz.qlsthai}}
nand-gandhidhyair madana-jananair afga-rigeif-ca brdyzih {
kefath snanfrdrath kosuma-racitair vastra-r3gair vidtrath
k3nte sambsepat kim iha bahunz citzaJekhiéva bhasi n

87  This is called Prohyi by Padpala 203 his followers,
BR i, Isit pordear tome 7

89 ?This is celled Rusomite-larz-vellord by Piagzla 203 Lis followers.
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O beloved one, you shine very much with the many bej»
ments worn on your limbs, various pleasant cosmetics ri.f

msSpiring scents, has wet after bath and decorated with o o
vaned colonrs of your clothes. What shall I say more? To - vou
appear like Citralekha, (the heavenly nymph).

Sardiila-vibridita

g1-92. [The metre with] the feet of ninetcen syllables
of which the first three, the sieth, the eighth, the tweltth, the
thirteenth, the fourteenth, the sixteenth, the seventeenth and
the last are heavy [and the rest hight], 1s called Sardala-
vikfidita.  Examples

93. nana Sastra-Sataghnt-tomara-hatah prabhrasta-sarviyudhih
nirbhinnddara-bihu vakera-nayana nicbhartsitah Satravah |
dhairydtsaha parakrama-prabhrtibhis-tais tarr vicitraie-gunah
vrttam te rnipu-ghdu bhit samare $ardala-vikndiam |}

The enemies have been repelled [afier some of them have been]killed
with vanious weapons, Sataghmi and Tomara, and [some have] their
bellies, arms, face and eyes pierced and [some have] lost all therr
weapons. Your enemy-killing exploits 1a the battle, comparable to the
uger’s sports and characterised by wirtues such as, patience, energy
and valour, are splendid.

Snvadana
94-95. [The metre with the] Feet of twenty syllables of
which the firse four, the sixth, the seventh, the fourteenth,
the fiftcenth, the sixteenth and the Jast are heavy [and the
test light], 1s called Suvadani. Example:
96. netre lilzlasinte hamala-dala-mbhe bhrii-capa-rucire
ginddgtham plaa-madhym sama-sahita-ghanah saigdhis ca
dafinih |
karniv.amsa-pralambau’ etbukam ap1 natam ghond surucid
sarvasmtn martya-lohc varatanu vihitdsyehd suvadani i

93 ' B gives an additlonal exampl- of this (B XV. 123).
95 * For long car-lobes as signs of beauty see Buddba-images.
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Your eyes are like lotus petals, beauliful with the bow like eyebrowns
and their ends are playfully lazy, the cheeks and lips are plump in therr
middle, the teeth: are all equal, 1o a lige. thickly set and shining, the cars
gre haneing down as far as the shoulders, the chinis bent and the nose
1s beautiful O fatr lady, 1o this mortal world you are indeed the only
fair-faced woman whose face has been [carcfully ] faskhoned

Sragdbara

97 98.  [The mewre with] the fest of twintyone syllables
of which the first four, the sixth, the seventh the lourteenth,
the bifteenth the seventeenth the eighteenth, the tuentieth
and the last are heavy [and the rest light] 15 called Sragdhara.
Ezxample..,
gg. citilohdravindath huruvaha-tilabath harnid drmh $insath
puonigath pinfitair-vakula huvalayaih himsuhath <drimuheaih |
ctair nind-prahiraih busuma-surabhibhir viprakienais ca cans-rair
vasantailt puspa-veadaw narsvaca vasudhi stagdaréddya bhar

O hizg (I, best amonz men), due to the many apd \arzous sweet
smelling vernal flowers such as, Ciita ASola, Aravinda, Kurasvaka,
Tilaka, Karmikara, Singa, Punnaga, Paryata, Vakula, Kuvalaya, Kimsuka
and Atinpkta, ths earth looks today likea woman weanng [many]
garlands of Bowers

Madraka
rooror  [The metre wich] the feer of tnentymmo syl
ables of which the fust, the fourth, the sinth, the tenth, the
wwelfch, the sisteenth, the eighteenth, and the last are heavy
[and the rest hight], 15 called Madraha Example-,
102. udyatam cha-hastacaranam dvitiya-hara recrtam
st inatam
vamiz-mrdaiga v3dya madhuram  siciera larandnuvieam bahu
vidham |
madraham etad adya subhagair sidagdha-gati-cestirash su.laliran
neeyast vibhramihula padam varéru balita-hnyam sama-rasam 1|
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O farr lady, with one of your hands raised up
bent, you are danciog today 1n accompansment of < L
flutes and drums the Madraka dance in which your fect stless
m a hurry, you are making bappy, clever and graceful f nv ments
1n pursuance of many aud varous Karanas, and this darce enang rise
ta delicate acts, 18 imbued uniformly with a Sentiment (rasal

ASsvalalita
103-104. [The metce with] the fect of twentythree
syllables of which the ffth, the seventh, the eleventh, the
thicteenth, the seventeenth, the ninetecnth and the last ate
heavy [and the rest hight], 1s called Advalalita  Examples
105, ratha haya nige yaudha-purusath
sammhulan alam balam samuditam
fara-fata Sak ci-kunta panghdsi-
yasti vitatam bahu praharanam |
ripu $ata-mukea $astra rava bhuta
$amkisra bhatam bhayzkulam rdam
ketam abhwiksya samyuga mukhe
samipsita gunam tvaydsvalalitam |)

[Even after] secing this completely assembled army consisting of
¢baniots, horszs, elephants, and fighters, the mamfold assaults spread by
hundreds of arrows, darts, javelins, clubs and swords, and the foot-
soldiers terpfied and afraid on account of the noise of released missiles,
aud the terror sticken directions you have practised 1n the van of the

battle the sportful movements of a horse, the ment of which 15 very
much emulated [by people}

Megha-mili
106-107. [The metre with] the feee of twentyfour sylla-
bles of which the fust six, the erghth the eleventh, the four-
teenth the seventeenth, the twentieth and che twentychied
are light fand the rest heavy], 15 called Megha-mala
Example-
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108, pavana-vala-samihred tivra-gambhira-
nidi balihivali-mekhali
Lsitidhara-sadrifcca-riipd mahiamla-
dhumiyamanimbu-garbhddvahi |
sura patt dhanue-ujjvala-badha-kaksya
tadid-dyota sannzha-pattéyjvala-
gagana-tala-visitni pravesenydn-
natd megha-mili *dhikam fobhate 1)

The expans: of hish.soaring clouds of the rainy season, massed
together by a strong wind and moving 1 the sky, having deep and
piercing sounds, wearing a flight of cranes as their girdle. carrying 1
the womb watery vapour, looking Iike smoke of deep blue colour,

girding the waist with the rainbow as the belt, having the armour-plates
Nlumined by the flash of hightning, looks indeed very magmificent

Karnficz-padi
10g-110. [The metre with] the fect of twentylive sylla-
bles of which the fust, the fourth, the fifth, the siath, the
ninth, the teath, and the last are heavy [and the rest ight]
is called Karufica padi. Example.
111 yah hila diksam vidruta semam kratuvaram
a-camasam apagata-halafam
pitua yipam hsipra casalam vicayanam
a-samidham 2 paSukam acarubam j
harmuka-muhtenifu cabira vyapagata-
suragana-pitr-ganam (suna
nityam asau te daitya-ganinh pradahata
mahham iva oipu-ganam akhifam ||
Let Siva (it the foe of the demons) who by arrows discharged from
his bow quickly spilled the Soma-juice, threw away the Camasa, broke

the Kala$a, felled the Y @ipa, dislodged the Cagila, put out the fre, des-
troyed the fuel, scared away the [sacrificial] apimals, spilled the Caru
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and put the gods and the Pitrs to flight 1n Dakaa’s great s
destroy all your enemues like the same (sacrifice) *
Bhujanga-vyrmbbita
112-113. [The metre with] the feet of tw 1~ sis sylhia-
bles of which the fust eight, the nineteenth cwentyfust,
twentyfourth and the last are heavy [and the rest light], s
called Bhujanga-viyrmbhita.  Example
114. tipbpetim devath ststam samada-gaja-
vilasita-gatim nuiksya ulottamam
pradaksinyit praptam drastum bahu-vadanam
acala-nayanam éirah krta-van harah |
dirgham nibévasyintar-giidham stana-vadana-
jaghana ruciram niriksyd tathd punah
prsthe nyastam devéndrena pravaramani-
ganaka-valayam bhujaniga-vigrmbhitam |}

Seeing the beaut:fel Tilottama created by gods with the graceful
gait of an elephant in rut, §iva to abserve her while she came to ¢ircu-
mambulate him multiplied his faces and made the eyes motionless
Then the lord of gods (Siva) on seeing her who was charming for her
breasts, face and the hip, sighed silently and put away on his back the
couls of yawmng snakes with the best of jewels [on their head]

The uneven and the sems-cven metres

115. These are, O the best of Brahmins, theeven metres
I mentioned [before]. Now hsten abour the uneven and the
semi-even metres.

116. The metres of which the feet belong to different,

metrical types and are dissimilar, are called uneven (visama).

r17-118  The metres to which the two [alternate] feet
are similar while the two [contrguous] feet are not simular,
are called semi-even (ardba-sama). And the metrc in which

e
e —
111 1B, gives one addidonal example (B XV. :i’!i)_{w/hgh ogeassin +
Haliyndha's commentasy on Piogzla,
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all the feer are dissimilar is called uneven.  The semieven
metee is to haie its even and odd feer dissimilar and the first
of such groups of fect may be shorrer or longer than the rest,
or one of them may be longer and the other shorter than the
Test.

Even metres

119. Ancevenmetre s defined by defiming one of its feet
whilc uneven metre requites the derinttson of all 1ts feer. And
from a definition of the two feer, the sem-even metre s
known. This 1s the ditision of fest [in different semiesen
metres].

120, 1 hase described che even metres with refercnce to
their division of feee.  Now I shall desenbe the charaetensucs
of the uneven metres in terms of tnads, (re. g2n19).

Patbyz

1z1. I [n an Anustup] the first foor contans sa sa
€3, ga, and the second 3, ra, la, g2, and such will be the re-
maining even and odd feer, it 1s called Pathvd Example:

122, pnya-danata-mitrdsa priy a-sambandi-bandharz g

pnya-dina-ratd pathya dapite nam priyie me ||
You respect the £0ds and the fniznds, you love the m2tnmonial relz-

tiops and thz Linsmen, you &rc disposed to make efectionate gifts 2od
sou are agreesble, O beloved ops, you are dear fo me

Ureven Prthyz

123- [The Anustup metre of which] the firse foor con-

talns ma, 13, ga, ga the second ya, sa, la, go, the third ra,
bha, 1a, gaand the fourth ja, =2, 12, ga [is called an all-uneven
(ssrezciszmz)) Pathy3.  Example:
124, n2ihidro, na te mitrem na sambandhi-guna-km3 |
sarvathd sarva<isami pathy3 na bhatag priye |l
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O dear one, you have o [good] conduet, no friend 41 9 a
good action towards the relatives and are 1o every way 1 1 <
you are not agreeable

Inverted Pathya

125. These are the charactenstics ot the tirc and the
thitd feet'. They being inverted s.e. the second and the
fourth being of this description, the metre will be called the
inverted Pathyi. Exampleg

126, krte[ca] ramanasya kim sakh: rosena te’ pyartham |

tvam jade kena mohitd vipatici na pathydst i
O friend, what 1s the use of this anger showe to your beloved one ?

You will notbe agreeable, 1if you are hostile. O foclish woman, you
have been deluded by some-body,

Capala
127. [The metre with the feet of erght syllables of
which] the fourth, the fifth and the sixth [tn the hemistictis]
are short, is called Anustup Capali. Exampley

128 na khalv-asyih pnyatamah $rotavyam vyahrtam sakhyi |
nEradasya pretikruh kathyate vipula hiyam ||
[He] is not thns girl’s dearest one, This [information) to be heard

[ptivately] was proclaimed loudly by the female friend. This bulky

woman s indeed [to bef called an image of Narada (the god of
quarrel).

Vipula

129. [Is a metre wich the feet of eight syllables has)
the seventh syllable sHort in its second and the fourth feet,
it is also called [Anustup] Vipuld. According to some” the
seventh syllable an afl che feet will be shott in [such] Vipuli.
Example’_]
130. samksipta vajra-madhye he hema-kumbha-nibha-stani |

vipulist priye $ropyim pﬁma-chandm—mbhinar_m il

125 % A pasfage before this seems to be lost
129 1 Sajrava—mentioned fn Pifigala and Agni P. Sce CS5. p. kL

37
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O dear one, you are thin {inbody), your waist 1s slecder in the
muddle hke a Vajra, your breasts are ke golden pitchers, your hips are
large and your face 1s hike the full moon,

131. gangéva meghdpagame dplavita vasundhari
Lula-vrhs@n drojann sravantr vipulacalac ||

You are Like the Ganges at the advent of the rans, floodiog the earth,

destroying the trees on the bank and fioning down from 2 bigh mountain,

132. The feect of Pathyi are thus of various types; in
the remaining [types of Apustup] even and odd feet may be
made up with other triads (trika).

133. In this metrea triad ending w2 heavy syllable (s ¢
ma, ra, ya, 53) ot consisting of hght sy!!abl:s (s.c. na) 15 never
to occur (hit. disiced) after the first syliable, while after the
fourth syllable a short syllable must occur (lit. is prescribed).

134. [ the feet of a Pathya there are three heavy
syllable at the end ut ts called [Anustup] Vakera. Examplej

135. danta.ksatddharam subhru jigara-glina-nettdntam |
pritah sambhoga-khinnam te darfaniya-tamam vakeram |)

O farr Tady, the lips being bitten by teeth, eyes being languid due 1o
Leeping awake, your face has become most Jharming, 10 the mornmng
after the exhaustion 1n love’s enjoyment [at pight].

136. These are all-uneven metres of the Anustup class.
The authonties differ from one another as regards [the arrange-
ment of] the triads and syllables.

Ketumati

137. The metre of which the ftst and the third feet
consist of sa, ja, sa, ga, and the second and the fourth bha, ra,
na, ga, ga s called Ketumati, Example:

138. sphuritidharam calita-netram

rakra-kapolam ambuja-daliksam |
kim 1dam rusipahrea-Sobham

Letumati-samam vada mulham te ||
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Your lips are throbbing, the eyes which are his 1
frembling and the cheeks are red. Tell me why ha~ o
of ats beauty by anger, become like Ketumati (ame)«

Udgata
139. In Udgata metre the first oot consists ot sa ja sa,
la, the second of na, s3, Ja, ga, the third of bha na ja, Ia, ga
and the fourth of sa, ja, sa, ja, ga. Example
140. tava roma-rajir atibhin
sutanu madznasya mafijarim |
niabhi-hamalz-vivarbrpacica-
bhramardvaliva husumit samudgatd |

O fair one, the harrs which mise from the kollow of your lotus-like
pavel, are comparable with a swarm of bees coming out of fowers, and
they exceed in beauty Cupd s [shaft of ] blossoms.

Lalita
141.  The metre Lalted has ics facst foot conststing o sa,
13, sa, Ia, the second foot of na, sa, ja, ga, the third foot of na,
na, s1, 52, and the fourth foor of sa,ja, sa, ja, ga'.
142. lalitihula bhramita ciru-vasana-kara-pallavi hi me |
pravikaiia-hamala-hanti-mukhi pravibhist devi surata-
Sramituri |

O lady. hurriedly but gracefolly moving the beaut:ful clothes and the
delscate hands and haviog the beauty of 2 bloomaog lotus in the face you
look ckarming to me after the fatigue of love’s sports.

Aparavakira
143. In the metre called Aparavakera the fiest and the
third fect consist of na, na, ra, la, ga and the second and the
foutth of na, ja, ja, ra. Examples
144. sutanu jala-paritz-locanam
jalada niruddham ivéndu-mandalam |
kim idam apara-vakiram eva te
mamatu tachipt manoharam-mulliam 4

141 ! Pingala’s Lahts bas the fourth feot simulur to that of Udgata,
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O fzir lady, why does your fece with tearfvl eyes looking like the
orb of 1the moon obscured by the clouds, appear Like scme ons else’s T
Still they enrapture my heart all the same.

Pusprtigra
145. In the Puspitdgea metre the first and the chird feet
consist of na, na, ra, ya, and the sccond and the fourth of na,
13, Ja, 13, ga. Exampley
146. pavana-raya-vidhiita-ciry-§ikham
pramudita-hohala-kantha-nida-ramyam |
madhukara-parigiyamana-vrksam
‘aratanu pafya vanam supuspirdgram ||

O f=ir 12dy, look at the top of the blossomiog forest in which the
wird is shalung the beautifu] brapches of trees, the gladdeced cuckoos
are singiog with a sweet voxce, and the bees are bummipe the prawss of
trees

Vernscisthz
147. The metre which has its feet connisting of sixezen
Matris as parts of a Gathi to be dnided into four sections in
terms of tnads and the part of triad, 1s called Vanavasnha'
Ex:{mplc;]
148. asamthita pada suvihvalingi
mada-skhaliracestita-manojna
hva yasyasi vatGru surara-hile
visami kim vanaasik tvam ||
O fair 1ady, your gait is vnsteady, Irmbs 2re agitated, 2rd your falter-
e movements dus to ardeat passion are charminp. Where 2re you
going at the time of loie’s enjoymecnt? Are jou a penverse weman of
Yanaign?
139. Thess are the syllablic metres of the even and on-
even types, to be uveed in dramas and poems.

150. Therearcbesides many other syllzblic mezres whick

134 Y Pingala calls this Matrisamala  His Vinmsskdas «mply 2 rariery
of thas. See CS5 p.=x,
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have been mentioned hcrc collectively.  Thes .
used because they do not cmbellish [a eompos u

151 The syllabic metres forbidden hera - may be
used in songs. Ishall deseribe cheir varieties wri treating
the Dhruvis.

Arya metres

152. This is the definttion of various syllabte metres
briefly trcated by me. Next T shall give che definition of
Aryids,

153. Aryas are of five types, viz, Pathya, Vipuli Capala,
Mulbha-capali, and Jaghanaz-capala.

154. I shall speak about their caesurz and division of
Matrds and their varieties depending on Ganpas which have
beea prescribed as their charactenstics.

155. In these metres the cacsura marks the division fof
fe:t]); the Gana consists of four Matras; the second and the
foucth (lic. che last) feet arc the even ones, and the first and
the third (lit. che rest) odd ones.

156, [lnan Ary3] the odd Gapas consisting of four
Mauids should have noja, and the even Ganas may be of any
type according to che choice [of the poer].

1563. The cighth Gana in every Aryi is to be known
as half a Gapa (r.e. two Mitris)

157- Thestxth Gana may beof two alternative tpes and
the cighth will consist of one fsyllable]. The sixth Gana in
the second hemistich will consist of one Mitr3 only.

158. In one alternative the sixth Gapa will be ja,
(~—-.) and in the other it will consist of four short syllables,
{—~—) and these relate to the caesura (yati).

159. The cacsum may occur when the second lz after
the fifth Gana has been compleced, or it may occur from the
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first syllable [of the sixch Gana], or alter the fifth Gana [has
been completed].
Pathyd-Aryd and Vipuld-Arya

160. The Aryd metre of which the caesura occurs afeer
the three Ganas (lit. feetare made up of threc Ganas) is called
Pathya. The Vipula Aryd 1s different from this, only because
1t observes no caesura (yarr) of any kind [within tts hemis-
tichs], Examples

Pathya Arya

163.
rakra-mrdu-padma-netrisita-dirgha-bahula-mrdu-[Luficita]-hesi|
kasya tu prehu-mrdu-jaghani tanu-bihvamsédara’ pathya ||

To whom 1» disagreeable a woman with lovely and lotus-like soft
eyes, copious long, black and{curled] hairs, large and soft hip, shm
arms and abdomen?

162.  The Aryd which has twelve Miuds in s first
and the thud feer, 15 called Pathyi, and other (Aryas)
which have been defined belore are Vipuli.

Vipnld Aryz
163. vipula-jaghana-vadana-stanz-toyanars
camridhardstha-kare ~ranah |
dyara-nasa'-gandair lalies.
Larnath fubha kanya |)
A maiden is auspicious when her hip, face, breasts and eyes are large,
nps. palm and feet are red and pose, cheehs, forehead and ears are
prominent.

164. The Acya which has 1ts odd Ganas made up of
long syl\a\)lcs. and even Ganas with a long syllable in the
middle, is called Capala,

Capala Arya

165, In the Capali (Aty3) the second and the fourth

Ganas 1n each hemistich are to consist of a ja (lir. Gapa with

a heavy syllable in the middle).
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Muskba-capals and Jaghana-capala i,

166.  When the definition of aCapald appli. BEITN
hemistich [only] of an Arya it is called the N Laapala
And when the same applies to the second hemsc ch {only] 1t
is called Jaghana-capara.  And i [in an Ary3] the marks of
both these are seen then i is called an all-round Capala.

Mukba-capala Arya

Examples;,

167. drya mukhe tu capala tathip: nityd na me yatak 53 tu )
dahsi grha-krtyesu tathi dubkhe bhavati [ca] duhbhid it

My lady is talkative, but still her conduct (1 general] 1s not bad, for
she is an expert in the household work, and 1o my misery she feels
miserable.

Jaghana-capald Arya

[nibhisye |

168. vara-mrga-nayane capalisi varbru fafanka darpana-

kamasya-sirabhiitenipiirva-mada-ciru-jaghanena ||
O fair lady, with the eyes of the best deer, and a face like the moon
or the mirror, by your hips which constitute the best pnize of love and
which are charming on account of your Umique passion, you arc

restless,
Sarvaras-Capala
Example 3

169. udbha[rtr) -gamini parusa-bhisini hima-cthna-krta-vedi|
y2 niti-mimsa-yukta surd-priya sarvataé-capali ||
The woman who goes defying ker husbard, speals harshly, has erotic

signs in her dress, 15 not very fleshy 2nd is fond of wipe 1s inconstant
1D every respect.

t70. The first and the third feet should be made up of
twelve Maitras and the second and the fourth, of eighteen
and Bfteen respectively.

163 1 B.rcads jinats, for y ndn Prof. S.P.Bharracharya suggested this
emendation,
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173. (This metre is known to have thirty Matras in its
first hemistich and twenty-seven in the second,” This is the
total number of mitrds in the two halves of an Arya.

172.  Following these rules (lit. thus) one should compose
plays (lit, poetical composition) utilising (Lit. having} therein
different metrical patterns belonging to (li. arising from)
different Rhythm-types, and such plays are to have the thirty
six charactenistic marks (laksana).

Here ends Chapter XVI. of Bharata’s Natyasistra

which treats of the Metrical Patterns.

171 1 The couplets after this (B,XV.222-226) are currupt and appeat to
be spusious,



CHAPTER SEVENTEEN
DICTION OF A PLAY

Excellent points of a dramatic composition

1-5. The thirysix excellent points (lsbsans)' of [a
good] dramaric composition (kdvya)” areas follows: Ornateness
(bbfisana), Compaceness (absara-samghata), Brlhance (fabba),
Parallehism (ndzbarans), Causacion (Bets), Hesitation (samiaya)
Favourable Precedent (drssansa), Discavery (prapts), Fancy
(4bbipriya), Unfavourable Precedent (nidariana), Addicional
Explanation (nirnkta), Persuasion, (stddbs), Distinceion (esfesana)
Accusation of Virtue (gnnatipita), Excellence (gunatiizya), In-

1-5 * Abone the significance of the term lskgana, the commentators of the
NS, azc not at all unammous. Ag meations po less than ten different views
on the sobject.  Evidently some of these are far-fetched and off the mark. T
scems that lzkeans in this connexion is comparable to the same word occutring
in the compaund word mabapurusa-lsksana (characteristic marks of a superman).
According to one view this lskssns differs from the dlambars {crnament) and
the guns {qualities) of a person as fgures of speech (dambara) and excellences
{guns) of 2 composition difer from ats characteristic marks (laksang), The

position in this connexion is evidently a dramatic one though same of the
commentztors think otherwise. For 2 ducnssion on the position of Jebsanas
in the history of the Alamkira [iteratuce see 5. K. De, Ske. Poetecs, IL pp 4-5¢
sce also Ramakrishaa Kavi, (B Il pp, 348-349) and V., Raghavan’s paperen
Laksanzs in the Journal of Oriental Reszarch, Vol. VL. pp. 7o, 71, B, 82, Mss.
of the NS, fall into two distinct recensions as regards the text westing the
thirty-six Lebsemes. Acoording R, Kavi {foc, eit.) onc recension followed by older
commentatars, and late weiters ke Vifvaniths, and Sifigabhiipila, uses dlokas
for defining [lebsanzs, We have adopted this. The sccond  recension
(our 42ka-42s2) which seems to be later, has been followed by commen-

tawrs like Kirdhara, Abhinavagupta and late writers hke Dhan:n;.y-.rﬁi’!
others. Thus greatly varies from the fiyst with which it lus,m‘l: more fiame
serenteen names (of liksanes) in common, and =mang’4lﬁcsa ﬁxuons of -
seven only are similar i both the recensions. (XVIL 6'8;! S ITr Hf-)-

% Kiyys in this connexion means the driys-kivys or r:mua‘tompmllﬁn.

38
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fcrence from Similicude  (tnlyz-r=rks), Muliplex Predication
{p2docezys), Apr Desciption (d512), Pointed Usteranes (rpadis-
£2), Deliberation (s4¢3rz), Inversion (wfp2ryzye). Slip of Tongue
{(bEramiz), Mediarion (ermunzyz), Seties of Offers (m:lz), Clever
Nanner (diFsnya), Censute (gerkzra), Presumpnen (er:és-
patts), Celebnry (prassddbs), Intermoganon {precdZ), Identity
(Friipy=), Indircct Expression of onc’s Desire (marorziks),
Wit (leia), Concealment (semfsebbz), Enumeraton of Merits
(gups-kirsznz), Semi-uttered Expresaon (erasktz-uddbs) and
Compliment (prry 22 se2nz = priy okti)
Ornzieness

6. 'To provide a composition with many figores of
speech (alimbZrz), and Gunzs pleced Ihe omaments, @
called Ornateness (bhiisznz, I, omament).

Compzciness
7. "When a wonderful sensz 15 expressed by means of
a small numbers ot syllables with donble entendre, 1t us called
the matk named Compactness (ghszrz-szrghirz, hit. assem-
blage of s)llzbles).

Br:lliznce

8. Where for the purpose of gring disunction to 2 case

6% A close stody of Ag's. commenttty on presares Jexling with Lebscmes
is lzble o give ope 2o mpression thet thr exact mesning of some of the teems
2tJeast relatiog to this <ubject, hasbern to some exrest lost, znd rediows
esplenations have been pertly based en guess. Brrinthe sbeence of zoyrhing
better we are to depend on them theogh very crofordy  DeSndSnns of
valons Ieksares zre mouly not ar gll deer withort exeoples which }::r: been
very Fberally given by Ag.  To 2void prolivity we refrein frrm  guotiog then
here.  lnterested persons may sce them in the Berode o, of the NS, (Vel {1,
FP-204E). Ar anyold commentary to these (NS) prsszees dechns with
leksezes, has not rome down to ms, e wmsed In thyy comvexion the oo
prepared by M Remdbnshas Kam. See Bl IL pp. 3455 (Refored
2s Kavi),



299 DICTION OF A PLAY r

of double entendre (Slesa), a less-known meanin g 1 1
along with the wellknown meanings, 1t1s b e
(Sobba, lit. beauty).
Parallelism
9. When by a sentence expressing a similar situation a
suggestion is made by clever people to accomplish some
objects, 1t is called Prarallelism (#dabarana, Lt. example).'
Causation
1o When a brief and pleasing sentence by the force of
1es [tactful] use achieves the desired object, it 15 called
Causation (betu)".
Hesstation
11. When due to many constderations a sentence is
broughe to an end without fully communicaring the essenual
theme [in view], it is called Hesitation (samiaya, lc,
doubt).*
Eavourable Precedent
12, That which supporting the case in hand® 15an
expression of its reason and 1s pleasing to all people, isa
Przcedent Favourable to the speaker (drstanta, . example),

8 Ag reads this with a slight difference. cf SD. 437.

g 1C¢ SD 438_ Agz’s text 1n trans, 15 as follows: When from the occur-
rence (it ught) of 4 single word good many unmentioned ones can be inferred
(It. accomplished) st 13 called Sample (uddharana), B XVL 11,

10 TCESD. 439 Ag reads this defininon as follows:  ggay spawTawAT
Searififigay  fAdwarma dgfeafrsfaag (B XVI. 14} Its meaning
is not clear, Ag's explanation does not scem to be convineing

11 1CE SD, 440

1z 1CE 5D, 341 Ag’stext (B. XVL 25) tn rrans rsas follows:  That 4
lexrned person discovers similanty [of anytbing] with something perceved
by bum carlier, ss eslled lllustration (destinta), CE. che figure of specch of
this name ia SD 697,
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Diyscovery

13.  When on seeing some ndications, the existence of
something s assumed, it becomes [an mstance of] Discovery
(prapts, hit. attanment)' which 1s included among the marks

of a {good] drama.
Fancy

14.  When an idea interesting to people [but] hutherto
non-caistent, 1s conceived on the basis of similanity [of two ob-
jeces], it 15 [an nstance of] Fancy (abhrpraya, hir. behef)

Unfavonurable Precedent

15  When well-hnown instances are mentioned for re-
jecting the contraty view, it 1s [an instance of] Unfavourable
Precedent (midariana, lit. example)'

Canvmcmg Explanation

16.  Words that are spohenin supporr some unobjection-
able statement made before, consutute Additional Explanatien
(mirnkea, e, etymology)’

Persuasson

17. When pame of many relevant’ persons are men-

toned with a view to accomplish the objeer aimed at, 1t 4s {an

stance of] Persuasion (siddbs, lic. success)™.

13 ! CL SD. 346, Ag mumilar (BXVI.32).

14 15D, 445, Ag, reads this as a vanant of yuke (B, XVI. 36) which in
translation g5 as follows. Tbhe meaming which ss mede up only of many
mutwally compatsble objects combining unh one snother, s called Combination

(yukn) CE SD. sor.
15 152 SD, 444. AR readsthys asa vardant 3ib (B XV1 28), The

meaning of this def is oot clear. Ag ofersno explanation of this, but gives
an example which it 15 very diffeult to it in with the definition Cf, SD, 471

16 1 CESD. 433 Ag's text (B XVI. 12) in trans. is as follows; Explens-
t10n (nirukea) ss rwo Einds: factual and non-factwsl. [Of these] the factwd
[explanation] ss that which s well-known (Iit. eccomplished before), and the
non-factusl vs that which bas not been s0 (I1s, not accomphsbed),

17 1CE SD454 Ag (B.XVI 17) reads this with a slight variaden
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Distinction

18.  When after menuoning many well-knon: =1 at «0-
jects something is said to distingursh a thing from th m «
s [an instance of] Distinction (vtfesana)’.

Accusation of Virtues

19. When virtues are mentioned with sweet words of
harsh tmpote,' which carty a contrary implicatton, 1t s [an
instance of] Accusation of Virtues {gunatipata, hit. opposition
of virtae)®,

Excellence

20. When after enumerating the qualities available 1n
common men, one mentions some spectal qualities, 1t 15 [an
nstance of] Excellence (atsfays)’,

Iunference from Stmmlunde
21. When an object not believable, s 1nferred from
t mataphor or a simile applied 15 a similar sense, 1t 15 [an
nstance of] Inference from Similitnde (tulya-tarka, lic. reason-
ng from the comparables)'.

18 1CL SD, 452, Ag. (B. XVL 31t) reads thus as a variant of krama which
* translation is as follows:  When one being burs by bavsh and proveking
vords miterred by & uncked person inthe presence of geod people, remarns
nthout anger, st 15 [an snstance of | Forgiveness (ksarn3)

19 ' CL SD. 450, Ag. rcads this as a vanant of ganinuvida (B. XVI.
3a} which 15 translation is 23 follows: Ewlogy {guninuvada) reletes toin-
erior smbyects compared with superior ones.

20 1 CE SD, 451 Ag.’s reading (B, XV. 13 b) 1n translation 15 as fellows:
Vhen anything compares  favonrably anth she best thung [to which it can be
ompared] st 13 [an snstance of ] Execllence (atifaya),

2t 1CE SD. 442 Ag reads this 1s as 2 vartant of the definiuon of skrands
B.XVL. 15) which n translation 15 as follows:  Tossy something very poin-
-dly throwgh swggesting one’s own sdea by means of ikemng 18 1o others®
tions, u called Exbortation (iksanda). CE 3D, 472,
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Multsplex Predicatson

22. When 2 number of words are used along with a
number of other words to form [different] groups for the same
purpose, 1t becomes [an 1nstance of] Multiplex Predicarion
(paflaccaya, lic. collection of words)'.

Deserspteon

23. When any object or incident directly scen or not, 1s
described n harmony with locality, time or from related to 1,
1t becomes [an mstance of] Apt Descrption (dista ht. described)'.

Pointed Utterance

24  When one says something with 2 happy end on the
basis of Sistras and thereby plzases the learned, 1tis a Pointed
Utterance (rpadssea, lit. utcerance)’

Deliberation

25, That which establishes somicthing not direcrly percer-
ved and s 1n harmony with the meaning expressed eaclier’ and
mcludes much climination of errors (apoha), 15 called Deli-
beratton (icdra).

Inversion
26. Whea due to scetng [somethuag], an alteration of

22 1 Cf SD. 443 Ag’s readng (B XVI 13) 1n trans 1s as follows  When
anything 15 desemibed a3 possessing different aspects by means of many words of
seler smport, st 15 [an snstance of] Multsglex Predscation (padeccaya) ubich
puts together many objects,

23 1BC drsts for diste, CE 8D, 448. Ag teads thus as 2 vanaot of
sarupya (B XV1, 15) which 1s different from XVI 335

24 *Cf SD 449; Ag, teads this 1s as a varaat of Argumentation (upa-
pate) The def (B. XVL 35). 10 translation 15 as follows: When faults dis-
covered are explaned aisy as bemg otherwsse, 1t 15 called  Argumentation
{upapatu) sn connexion with drama. CE. SD. 482,

25 1Cf SD. g447. Ag’'s reading of the definitton sn rranslation 13 as
follows: Deliberation (vicara) s the eritscal examination of many things
(B XVL 33) Ag reads this asa varant of peicattips, The def, in trans,
1s follows: Mental agony after domg something smproper or faling to do whss
was proper 15 called Remorse (pafcittapa)
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Deliberation, is made on account of a doubt 1z 1 wall ]
Inversion (veparyaya).*
Shp of Tongue
27. Manifold and sudden deviation of haughty and such
other persons from the intended words to something clse, is
called Slip of Tongue (bbramis, lit. lapse)'.
Mediatson
28,  [Words] which [are used to] please two persons with
mutually opposed resolution and [are aimed at] accomplishing
some objec, constitute Mediation (anunaya, lit, imploring):,
Serses of Offers
29. When for the purpose of accomplishing a2 desired
object ane (lit. learned men) suggests to a person his many
needs [that may be met], awt1s [an tnstance of] Series of
Offers (mald, lic. garland)'.
Clever Manners
30. When one attends another pecson with a happy and

26 1CK 8D, 456, Ag. rcads this as a variant of the def, of mubyidhya-
vasdya (B XVI, 16) which in transtation 15 as follows. When an place of 4
non-cxostent objece one takes for certain sometbing similar ta st u [become
an snstance of} Wrong Perceptson (mithyidhyavasaya).

27 ' Cf, drptidingm bbaved bbramfo vicyad anystarad vacab, 5D, 4s5s.
Ag.reads this as a varuant of the def, of priysvacens which m trans, 1sas
follows  That which 4 apparensly lisble to provoke anger, bat brings joy
11 the end and includes s blessing, 15 called Witty Compliment (pnyavacana=
pryoku). B, XVI 29,

28 *CE SD. 458 Ag.reads thisas a varnant of the def, of Subserviencs
anwurtty which 1n trans 1sas follows: To follow with a parpose another
person a3 a matter of courtesy, love or favour, 15 called Subservience (anuvitt),
BXVI 34. Ag. reads this differently CL SD 494,

29 1CE SD, 459, Ag, (B. XV1, 26) reads this as a vatiane of the def,
of bbisana, which 1n trans. 1s as follows: When a statement wib many
agreements is made in many sentences for different purposcsy 8 is called Shining
{bbisina).

3o 1 CE SD, 457, Ag. reads this as a varunt of the def. of Clever Request
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pleased face, fsueet] speech and other [agreeable] mosements,
it [1s an instance of] Clever Manners (daksinya).’
Censsire

3t. If any onc menuons [someone’s] faults and explzin
them as merits, or decries one’s menits and calls them faules, it
becomes [an mstance of] Censure (garbans)'.

Presumption

32, When from a sweetly-worded mention of some-

thing, some other object 1s to be understond, it is [an instance

of] Presumpuion (artbapatns).}
Celebriy

33. That which a5 expressed with excellent words men
toning many well-known exploits, gives nse to Celebnty
(prasiddbs)*.

Interrogation

34. When with gesticulating’ words one questions
oneself or another and speals something, 1t is [an instance
of] Interrogauon (precha).

(yicAii) which 1n translamon 1s as follows  Words wheh ore apparerily kable
1o provoke enger, but bnng joy 1n the end and turn frooxratle, ere cefled Clever
Reguest (yachia) Sec B XVi.22 Cf 5D, 436.

31 * CLSD 461, Ag reads thus as a vanant of the def of Decent (kapacs-
s2mpbits) BXVL30) which 1n translation 15 2s follows Apphretion of sorae
stratagem for the deception or defeet of others, 15 called Deest (kapzea), When
Two or threc (stratagems) are applied togesber us becores a Muwltplex Decess
(Lapata-samghata) Cf. 5D, 473.

32 1 Cf SD. 460, Ag, reads this as 2 vanant of the def of Embellshment
(kirys, BAVL 37) which 10 translavonas 2s follows: When Jdefects of an
object are explaned es ments o mernis are dered from the defects st s [an
snstance of] Embellisbment (kirya lir, action)

33 TCE SD. 463 Ag. reads thnsas 2 variant of the def. of Submision
{enunstr, BXVI, 38) which tn translaron 15 as follows: Sweet cords tobuck
are uttered, to pleese one after forgring one’s sirgsler offence  due to anger,ss
celled sebmisnon (anunin). See also under BXVI z1.

CL «bbyertbaniparar cakymr, SD. 462 Ag (B, XVL 23) reads this
wdenucally,



"305 DICTION OF A PLAY.

Identity
35. When from sceing, hearing or feeling < cru 1y
[suddenly] one is excited by its lkeness [with anethor 15 15
fan instance of] Identity (s7ripya).

Indirect Expression of Desire

36: Expressing onc’s secret desire of the heart’ by a
pretence of relerring to sumebody else’s condition, is called
Inditect Expression of Desire (manoratha, lit. object of the
mind).

Wi

37- Words which arc spokenina [clever] manner by
expett disputants and which relate to  accomplishment of
similar objects, constitute Wit (lefa)’.

Concealment

38.  Whenbeing faultless one takes upon eneself various
faules of another, or ascribes them to another blameless person,
it is [an instance of] Concealment (samkgobba, Lt
upseteing)'.

35 'CE SD. 464. Ag, reads this as a2 variant of the def, of Wounded
Sclf-tespect (¢bbimina, BXVI8) which in wanslavion is as followss When
onc 15 not pacrfied even when one 15 consoled by means of many words and
acts, it is [an snstance of| Wounded Self-respect (abbimina) CE, SD. 493.

36 'CE SD, 468, Ag. reads this ina substantially 1dentical manuer
(BXVL z0).

37 'CLSD. 467, Ag.reads thisasa varimntof the def of Obstruction
(pratusedba BXV1.23) which in transhation is as follows: TWben one scts owt
80 do something contrary 1o enotber's desire and s3 opposed by clever persons
(it those who know the business) 1t &s called Obstruction (praviscdha),

38 1CE SD. 465, samkyepo yat tn sumksepid Fsmanyarthe praympyate.
Ag.reads thisasz variant of the def, of pandevane (penvidans of Bhoja,
panvide of Siraditanaya, panvedans of Savedvara) See B.XVI39 foot nete
(*). The meaning of 1ts def, is not clear,

39
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Enumeration of Ments

39. When merits of men who excel [others] in qualities
in this world, are ascribed to one single person, it is [an
instance of] Enumeration of Merits (guna-kirtana)'.

Semi-uttered Expression

40. When from the mere commencement of subject
the rest of 1t 1s comprehended without being actually expres-
sed 1n words" at is [an instance of] Semi-uttered Expression
(annkta-.riddb:, lit. unuttered achievement).

Compliment

41. When words are uttered in a pleasant mood to
honout an honourable petson and to express joy [for his acts]
it1s [an mstance of] Compliment (préfoke, ht. pleasing
utterance)’.

42. These thirtysix excellent points of a dramatic
(lie. poetical) composition conducing to the object in view {r.c.
writing plays) will beautify a play (lit. composition) and [hence
they] should be properly used according to the Sentiment
[inteduced in ir].

Four fignres of speech

43- Four figures of speech available in drama areziSimile
(upama,) Mcraphor (riipska), Condensed Expression (dipaka,
lit. lamp) and Yamaka.

39 ' CLSD.466. Ag reads this def. in translaticn 2s follows: When «
proclemation of varicws quelites of & person takes place, but bis fanlts are rot
grven out, 1t us [called an nsiance of] Enumeration of Ments (gupa-kirtana).
See BXVL g,

4o 1 CL SD, 469 Ag. readsthis asa vatiant of the def. pendevena ete,
(see 38 note above).

41 1Cf, SD. 470. Ag. reads this differently, See abose 27 note 1.
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Simile
44 When in 2 poetical composltion anything 1 < n La-
red on the basisof some similarity, 1t1s [an anstance '] Simile
(npami). It relates to quality and form,

Number of objects compared

45-48. This comparison may be of one with one or
many, or of many with one, or of many with many, (Exam.
ples of these are as follows}g your face 1s like the moon {one
compared with one), stars shine like the moon (many compa.
red with one), having an eye like that ot 2 hawk, a peacock
and a vulture (one compared with many); and elephants are
like clouds (many compared with many).

Five binds of simile
49. A Simtle is of five kinds, viz. [that of] praise (pra-
Jams3), censure (nindd), conceit (kalflta) uniquencss (sadsiri).
and partial hikeness (Bimert sadréi).

Ezx. of Simile of prasse
so. Theking was pleased to see that large-cyed lady
just as the sages are pleased to see the success incamate after
it has been achieved with austerity.

Ex. of Simile of censure
51. The woman clung to that rough-looking person
devoid of all good qualities just as a creeper clings round
a thotny tree which has beea scarched by the forest-

fire.
Ex. of Simile of concest

52. Elephants exuding ichor and moving slowly with
gracefulness look Iike mobile mountains.
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Ex. of Simile of nmqueness

53. What you have done today to satisfy someonc else’s
desire, is worthy of you and is comparable only to your fother]
supethuman deeds,

Ex. of Swrmle of partral hkeness

54. Here has come my lady friend whose facc is hike
the full moon, eyes arc like the petals of a bluc lotus and the
gait is like that of an clephane in rur.

55. These briefly are the vanetes of simules. Those not
described hete are to be gathered from  [different]  poetacal
works and from the people (r.e. the folk-poems).

Metaphor

56. An image of slight likeness which 1s concerved duce
1o indecision [from objects] characterised by similar Limbs, s
called Metaphor (riipsks)’. Example:

57. Lake-women, with their lotus-faces, Kumuda-smles,
open and beautiful Nilotpala-cyes and swans cackling around,
seem to be calling one another.

Condensed Expression

58. Combining of words in different topics m 2 single
sentence for their mutnal illumination, is called Condensed
Expression (dipaka, hir, light)’.  Example

59. In that region (lit there) fullness (fit. want of cmpti-
ness) was always effected” by swans in the lakes, by flowers in

56 (C.58; BXVL 56) ! (BXVL57) and (C.57) gise 2 second def, which
dots not appear in all mss.

58 ! B. gives an 2dditional dek. (XVL. 54).

59 * The pliin meaning is that the lakes were full of swans, the trees Sl
of Aowets, totuses full of bees, and the patks and gardens full of friendly groups
of people.
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the trees, intoxicated beesin thelotuses and by friera .
fof men and women] in the gardens and the par..

Yamaka
6o. Repetition of words at the beginming ot the teee and
the other places, constitute Yamaka (lit. twin} Liscen co cherr
characteristics which I am going to tell [youj".

Ten kinds of Yamaka
6:-63, Yamakas are of the ten kinds:, Padinta.
Yamaka, Kafici-Yamaka, Samudga-Yamaka, Vikrinta-Yamaka,
Cskravila-Yamaka, and Sandasta-Yamaka, Padadi-Yamaka,
Amredira-Yamaka, Catur-vyavasita-Yamakaand Mald-Yamaka.

Padanta-Yamaka

64. When similar syllables occur at the end of ali the
four fecr, they constitute Pidinra-Yamaka, Examp[c_:_}

65. dina.Lsaydc samhrea-ra$mi-mandalam
diviva lagnam tapaniya-mandalam |
vibhati timram duwvi sficya-magdalam
yath3 tarunysh stanz bhira-mandalam |
At the decline of the day, the reddish (lit. copper-coloured) ocb of
the sun shorn of its ¢luster of rays, shining like a golden discin the
heavens, looks like the big round breast of a young maiden!
Kafci-Yamaka
66. Two similar words occurring ac the beginning and
at the end of each foot constiture Kafici-Yamaka.

6o 1 For an old definition of Yamaka see Bhimaba, 1L 17,

61.63 ? Bhimaha mentions a fvefsld division of Yamaks, Sccy‘:g =~He
seems to have known the tenfold division of the NS., and j&f-Gpinion thar,
his fivefold includes at least Sandasta and Szmudga Ymﬁgn".'giﬂl. _““m *

65 * B. gives an addigional del. (B, XVL65). -
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Exampleig
67.  yamiyam3s-candravatinim dravatinim
vyaktivyahta sara-janinim rajaninim |
phulle phulle sa-bhramare v3'bhramare va
fama’rami vismayate ca smayate ca’ |
The Jength of hours (dnta) of the moon-lst mghts, passing swaftly in
the company of women are scarcely perceived.

Flowers having blown whether with or without bees, the lady Iooks
at them admiringly, and has a beautitul smmle,

Samudga-Yamaka
68. YWhenthe same hemistich by its repetition completes
the verse, 1t is {an instance of] Samudga-Yamaha, Example;,
69. ketaki-mukul-pandara-dantah
fobhate pravara-kinana-hasti |
keraki-mukuol-pindara-dantall
$obhate pravara-kinana-hasti |l
The very big wild elephant with ils tushs as pale-white as Kenhi

buds looks beautiful ; and the elephapt-like large forest looks beauti-
ful with Ketaki buds as sts pale-white tusks

Vikrinta-Yamaka
70. When two aleetnate feec ate stmilar, it ts [an in-
stance of] Vikranta-Yamaka.
71. sa piirvam virano bbiitva duvidranga iva parvatah |
abhavad danta-vaxka]yid-vas’gﬁga 1va parvarah 1
Formerly being an elephant comparable to a two-peaked mountain,
fnow] its two tusks being broken 1t has become like a mouptain without

any peak,
Cakravila-Yamaka

72.  When the word at the end of a foot is similar to
the word at the beginning to the next foot, it is [an instance
of] Cakravila-Yamaka', Examples

68 (Cyo0,BXVI6E) *(C) This Yamaka occurs in Bhimaha, II. 10,

and Dandin, IIL53-54. ?
7% B. has an additonal defintion (B, XV173) of Cakravila Yemaka,
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73. [$arais] catha fatrubhir shatd haa
hat3é ca bhiyas tv anupumkhaga n
khagaif ca sarvaic yudhi safiena$ cuas
citadhiriidha nihatas talais ralath
Thus they were killed alter being struck by arrows of the enemies as
well as by burds of prey flying closely behind such missiles, the pyres of

ths battle-field were surrounded with such birds and the dead bodies

Placed on the funeral pyrz were being repeatedly pounced wvpon by them
with therr fsharp] talons.?

Sandasta-Yamaka

74- When the two words at the beginning of a foot are
simlar, 1t 1 [an instance of] Sandasta-Yamaha'. Example{,
75- padya paSya me ramanasya gunin
yena yena vafagim karot: mim |
yena yena hi mamarei darfanam
tena tena vafagam karoti mim |}

Look at the qualities of my lover, by which he makes me bow to
bim, and he charms me by thosc qualilzes with which he comes to my

view.
Pididi-Yamaka
76. When the same word occurs at the begioning of
cach foor, it is [an instance of] Padadi-Yamaka.
Example:
77- visnull stjati bhiitini vispuh samhbarate prajih |
visnuh prasiite uailokyam visgur lokidhi-davatam |)

Vignu creates 2ll Iiving beangs . Viggu destroyes all creatures ; Visga
creates (lit. gives birth to) the three worlds aod Visnu is the overlord
of [allf the worlds.

Amredita-Yamakas
78.  When the last words of a foor are reduplicated, it
becomes [an instance of] Amredira.Yamaka. Example:

74 3 This term occurs ia Bhimaha, II, 10, apd Daodig, 1. 51-52, Buoe
the Jatzer’s def. is dierent.
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79. vijembhitam nihfvasitam muhur-muhol
yathibhidhinam smarapam pade pade |
yathi ca te dhyinam idam punah punar
dhruvatn gati tim rajani vina vini ||
You yawned apd had deep repeated sighs, as you remembered her

name frequently and as [you were] in constant meditation [of her] your
[sad] might passed absolutely without her.?

Catur-vayavasita-Yamaka
80. When all the feet constst of simular syllables, it 1s
[an mstance of] Catur-vyavasita-Yamaka. Exampleg
81. viraninim 4yam eva kalo varaninim ayam eva kalah |
viraninim ayam eva kilo v3 rananim ayam eva kalah ]
This 1s the tme of the Virapa [Bower]; this 15 the season when the
elephants (varagna) are free from disease. This is the time [for] the
enemies to come; or this is the tume for [going to] battle,
Mala Yamaks
82. When one consonant with dtfferent vowels oceurs 10
vartous words, itis [2n instance of] Mili Yamaka. Example:
83. hali bali hali mali £ili kheli Tali jali 1
balo balocca-lolikso musali tv-Zbhiraksatu ||
Let the strong Balarama, the garlanded Balarama (kali) who holds
4 spike, is sportive, falteniog [in gait] and 15 full of wine and

Balarama who is high 1o streogth and who has his eyes rollisg ard who
bolds a ¢lub, protect you.

84, asau hi ram3 rati-vigraha-priyd
rahah-pragalbha ramagam raho.gatam |
ratena ratran a[g]mayet parcna va
na ced udesyaty arunah puro ripuk ||

This beautiful woman who is fond of love's fight and is unashamed
in bed! will go on secretly pleasing her dear one in bed at night wyth ber
best embrace 1f the sua will not rise in the east as her enemy.

49 1 The traps. is not very literal 81 Trans, follow ed Ag.
84 t Rabas means bed. Cf, Gk, lekbos,
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8s. sa pushadghsah hsatajdhsitihsad
ksatat ksatebhyah hsatajam dunhksan
Lsataic gavdksatr 1nva samvitigah
sahsit sahastihsa ivavabhan g

The Iotus-eyed one having s eyes batbed in blood, letuna fall from
bis wounds awful blood and having his body covered with wounds lLike
cow’s eyes appeared as the thousand-eyed god (Indra) 1o person,

86. A play (Iit. poetical worh) should be composed by
[introducing] these [excellent] points after considertng therr
objects and functions. 1 shall speak hereafter about faules
(dosd) in snch woths,

Ten faults
7. Faules i a play (he. pocucal work) may be of ten
kinds, such as Circumlocunion (gidbartha), Superfluous Expres-
ston (arthintars), Want of Sigmificance (artbabina), Defective
Sigmficance (bbinn3rtha), Tavtology (ckdrths), Want of Syn-
thests {sbbiplutartha), Logical Defect (nysyadapeta), Metrcal
Defect (visama), Hiatus (vesandbs) and Slang (Sabdacyata)'.

Circamlocution and Superflious Expression
88. Mentioning fanything] by means of a [manufactu-
ted] synonym, is to cause Circumlocution (gidbartha, hr.
hidden meaning)’.
When anything not necessary ts mentioned it 15 [a case of]
Supecfluous Expression (arthintara)’.

87 1 For 2 discussion of the finlts in NS see 5, K. De, Ske Poetics, 11,

Pp- 9.

83 1 An example of such a synonym 1S EkiZbikenstscviming for Dafase-
tha, Cf, Bhimaha (1. 37 ) seews to be nsing gadbeleb{ibbidbine m an idents~
cal sense, Ses 1,45-46. S K.De transtates this cerm as “use of dificelt
expressions” (foc 1) - .

* Ao example of such an expression 15 framigy ST 57 ags Fefed
gua: “The beaunful lady’s look injeces (b spreads) fndeed love as well a3

40
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Want of Significance

89. An expression which s irrclevant’ or which remains
incomplete®is [an instance of ] Want of Significance (erthzbins)’

Defective Significance
Defective Significance (bbinnzreba, lit. brohen meaning)
includes an expression which is not refined® or is worthy of

a rustic.

90. When the intended sense is changed into another
sence 1t 2¢ also called Defecave Significance.

Tantology end Want of Syrthes:s

g1, Tauwology (ckirths), means [indiscniminaung] vse
of [many] words for a single purpose’.

[Whena sentence as]eompleted within[cach]foot {of a verse]
it fus an instance of] Want of Symthesis {abbiplusZniba).

anxiety and nsemsibiliry  Here “anxmiery apd amsencbilny™ are svpafivons,
for love wncludes these two srates of the mind

89 An example of soch an expression is WUy wiy (=¥ ) weE
P g TET: m_ To say theta rwgdb3 heroine czn be ssraecstars
{expertia love) as well, 1s mcoberent. (Ag.)

2 The ex. of sivuaiess is ¥ HETE ATTITTL STNEH STT3: For mebirei
bbigyevaiis may be construed as mabited etbipyerasit and theaeby i
meaning may remsin iscomplece or wodecded without a refosence to the
context (Ag.).

? Ag's ex. is not clear.

¢ Ap’s ex. W% wom Wi @ T

9t 1Aa exzmple of Tauwlogy (ekzrrbs) is  kevdendu-Birs-bees-bzse-
sitem,  Whire lile 2 Kunda Hower, the moon and the langhter of Sira. Apy
one simile would have been enongh.  Each simils bere series the same purpese
and bepee Tanology has occurred (Ag ), See Bhimaha, IV, 12,

* Ancrample of this is x QaT dETUT A6 FgEHiteg  ARET
eI mrgfgRrse Here 2 the four foct contam fonr complere sen-

rences which are not connc*rrd with one another by sense.

N
)
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Logscal Defect
92. Anything devoid of reasoming 1s an « 1
Logical Defect (nyayad-apeta)'.
Metrical Defect
Lapse in the metrical structure 1s called Metrical Detect

(visama, lir, unevenness).
Hiatas

93. When words [which should combimne 1n Sandhi]ate
hept separate, it is [an instance of] Hiatus (vssandbs).
Slang
When a vulgar word is added, 1t 1s an anstance of
slang ( fabha-cyuta, hic lapse in a word)'.
Gurnas
04- These are the faults of a poetical work properly
described by me. Gupas ({ment) are cheir negation and are
chatacterised by sweetness and depth of meaning’.
Ten Gunas
95. Theten Gunas ares Synthesis (flesa, ht. unon),
Pecspicuicy (prasads), Smoothness (samard), Concentration
{samadhs), Sweceness (madbarya), Grandeur (opas) Agreeable-
ness (sankumirya, lie. delicacy), Direceness of Expression
{artha-uyakts, lic. expression of meaning), Exaltedness (wdars,
lic. deep) and Loveliness (£antr).

92 3 nysyid-apetam =deiakila-virnddbam cte. (Ag ) *defying the hmita-
tion of place and ©ime,” Bhimaha’s deia-Eils kals-loka-nyayagema-virodbutd
{IV. 256) seetns to be included 1n this,

93 3Such a faule occurred probably due to the Prakruc habic in
speech

91 ! Vamana holds the opposite view (sunaviparyayatmano dosab 1L 1.3 )
a0d according to him Gunas are positve enuues (bdvys-fobbaysh kartarc
dbarm3z gunab, I, 1. 1)

93 ?Bhimaks, IIL 1. 4, and Dandim, 1. 41-64, have ten Gunis and
nams them sianlarly.  But cheir descriptions are different. CE. De, Skt. Poctics,
11, pp. 1,E, Nobel, Foundations, pp. 104,
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Synthesis
g6. Uniocn of words connected through meaning inten-
ded is called Synthesis ($lesa).
Perspscnity
g7. Where the unexpresscd word or sense 1s comprehen-
ded through a use of easily understood words and sense, itis
fan instance of] Perspiewmity (prasada)’.
Smoothness
98. When alamhiras and gunas match and 1lluminate
one another 1t s called [an instance of] Smoothness
(samata)’,
Concentration
99. Careful condensation of meanings suggested by
and derived from similes and other fgures of speech
1s called Concentration (sarnadbi)'.
Sweetness
100. When a sentence heard or uttered many times
docs not uire or disgust [anyone], 1t [is an instance of] Sweet-
ness {madbnryay .

g6 ! Ci Vimana, IIl I 11, Dandin I 43-44, BC gne another descrip-
tion (C 98, B.XVI g8) of this Guna, which 1n wrandaton 15 as follows: 4
[composstion] which 13, smbued wsth deep logic bus from ts nature ss [very)
plain and g5 very well-knu-together ss called Compact (Slista)

97 'CE Vimznalll 1. 6; Dandin I 45,

g8 *Cf Vimanz [II 1, 12; Dandin I-47-50 (B XVI 100) and C {100 f.0)
gives an addinonal deserspuon of this Guna which 10 translation ts as follows ¢
When « compostion does not contan 100 many sncomponnded words,
redundans expressons and words difficult to wnderstand ot 15 [an snstance of]
Smoothness (samati).

59 * CL. Vamana, Il 1 13;Dandin 1 93-94 B (XVI 102) and C (101 £ n)
gves an additional descripuion of samddbs, which in translation 1s as follows:
Possessing some spectal sense which the men of gemus can find out in a com-
posstion (lix bere) 1s called Concentration (samidhi).

roo ! Cf, VimaoaIl. 1, 11-21, Dandin I, 51-53,
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Grandenr

1o1. Ifa [compusition otherwise] censurc.
in quality reflects an exalted sense through s 1
rich in sound and sense it becomes [0 wmstas e | U andeur
(of2s)'.

Agrecableness

roz. When 2 composition conststs of words easy to pro-
tounce, euphonicilly combined, and gwmg  agreeable
impression feven when tresung soms unpleasant topic], 1t is
[a2 instance of] Agreeablencss (saukumirya)'.

Dyrectness of Expression
t03. When the meaning of a compositton can be
grasped by the penetrating mind just after 1es recreal (lie. ose)
i 1s [aa instance of] Directness of Expression {artha-vyakts)'.

Exaltedness

104. When the composiion includes witty and graceful
wotds having many spectal scoses which are marvellous,
it is [20 instance of] Exaltedness {wditta)'.

ver ' Cf Vamupa M, 1, 5; Dandic L 8085, B, (XV1, 1c6) and C.(103)
gives a sccond definitian of this Guns which in translation 15 as follows -
Ween « camponinn consisss of & mse of mary ad waried composnd words
exlied [13 semsc] and agrecabls [z sewnd] a2 as [an smataace of] Grandesr
{ojah).

102 1Cf Vamuna Il ¢, 223 Dandin calls this sskamirari.

103 and C. {103). gives a second defimuon of this Guna, which a transha-
uea s 23 follows. Ir 21y swbject (L. action)} relining g0 the [common] evenss
cccarrsg an the world gets expressed by means of well-known gredicates, s
becores [ veresnce of} Directness of Expressen (arthavyakn).

1oy CEL Vimuaa, HI, 1. 23; Dagdin, L 76 75, B, (XVL ML) and C (106)
sive alonz with this 2 definition of the Gona named wdirs. lo waosliton it
1 as follows: When 112 corsposstson saperbamaes characters ore desenbed 1n
velezian to the Erotic €1d tbe Marcellous Sentiments and the virions States,

215 L2 ssianee of] Exdliedzess (edatta).
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1o5. When a composition gives delight to the cars as
well as o the mind on account of its well-put-together words,
1t is [an instance of] Loveliness (kants)'.

Alamkaras, and Gunas according to Sentrments

106. These are the figures of speech, faults and Gunpas
[avatlable 1n a poctical composttion]; 1 shall now describe their
application 1 connexwon with different Senuments.

Sonnds and Frgnres of Speech according 1o Sentiments

107. The poctical composiion tn connexton with the
Heroic, the Funous and the Marvellous Sentiments should
constst mostly of light syllables and should include similes and
metaphors.

108-109. In the Odious and the Patheuc Sentiments 1t
[the composition] should lhewsse consist mostly of heavy
syllables.

Metres according to Sentsmentszy in the Herore
and the Furions Sentiments
Sometimes when any act of boldness as descobed (lit.
occurs) n connexton with the Heroe and the Furious Senti-
ments, it (the composition) should be m the Aryd metre and
should have Metaphot and Condensed Expression 1 it.

In the Erotre Sentiment

In the Ercuc Sentiment the composition should be in
gentle metres,

105 ' Cf, Vimana, llI, 1, 25, Dandin, 1 85-88. C (107), gnes an
additsonal definition of this Guna, which in trasslauon s as follows:

That which [in a comp ] while desersbing the sportive movement of
[4 character] delights the ear and the tind ust as 3be moon | gleases ws] 1
(an anstance of) Lovelmess (Laon),
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In the Heroic Sentsment

r1o-111. In the Heroic Senument when t. . Ltve
includcsadialogue, it should be in mewes of ¢ . Jagau,
Adjagati and Samkrti types. In the descripuon ot battles
aad rumules, the Utkrei has been  presiiibed by che
experts,
In the Pathetsc Sentsment

The Sakkari and the Audhrtt would be the proper metres
in the Pathetic Sentiment.

In the Herosc and the Furions Sentiments

112. The metres prescribed for the Heroic Sentiment
may be applied in the Furious Sentimeiit as well; and as for
metees in the test of the cases (i.e. those not mentioned) they
should be made suitable to the mening intended.

Vowel-length in different Sentiments and States

113. In connexion with the drama the poets should use
short, long and prolated (pluta) vowels for representing differ-
ent Sentfments and Stares.

114. In the intonation [in Recitation] a vowel consist-
ing of one Maua is short, of two Mitrds 1s long and of three
Mateds is prolated (pluta).

Uses of the prolated vowel

115. In remembering anything, in [expressing] indigna-
tion, in lamenting or in the reading of [the Vedas] by
Brahmins, the prolated (pluta) vowels occur.

116, [Syllables concerned in these connexions] will be
@’ in remembering, i’ in indignation, *ha’ in lamentation
and 'om’ in the reading of [the Vedas] by Brabmins.

117. Besides these, other syllables in a play (lit. poctical
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composition) should also be made short, long or prolated
according to the Sentiment and the State [they express].

118, The even and the uneven metres which have been
described before should be used an composition with agreeable
and soft sounds according to the meaning [intended].

11g9. The playwnght should make efforts to use 1n his
dramatic composition sweet and agreeable words which can be
recited by women. For, furnished with these (s.e. such words)
a play will appear very much beautsful just as lotus-lahe [will
appear] adorned with swans.

120. The delicate dramatic art with harsh words, such as
cekridita®, docs not appear beautiful, just as a betaera does not
fit 1n with the company of Brahmins who carry the Ruru-
skin,® are annownted with ghee, are clad 1n the skin of
black antelopes® and have 2 rosary, (a Kamandain) and a
staff 1n hand.

121. A play abounding 1n agtceable sounds and senses,
containing no obscure and difficule words, intelligible o
country-people ncluding clevet speeches fit to be nterpreted
with (lie. fir for) dances, developing Sentiments by many
[characters]® and having suitable Segments (sandbs) and thex
[propet] union, becomes 1n this world fit for presentation to
spectators.

Here ends chapter XVII of Bharata's Natya$istra

which treats of the Excellent Points of 2 good play in

conaexion with the Verbal Represeacation.

120 1 The word cekridayatim oceurs in the Avi. (I1L18) aseribed to Bhisa.
(See A D, Pusalker, Bhasa, Lahore, 1940, p. 131).

* As the upper garment (sttariys),

2 As the lower garment,



CuapTER EIGHTEEN
RULES ON THE USE OF LANGUAGES

Prakritic Recttation

1. 'Thus I have spoken in brief* of the Sanshrinc
Recitation.  Now I shall speak of the charactenistics of the
Prakritic Recitation.

2. The former (lt. this) [when] changed and devoid
of the qualicy of polish, 1s called the Praknitic Recication, and
it has as its chicf feature changes duc to different conditions.?

Three kinds of Pki. Recstation

3- In connexion with the dramanc representation, 1
(the Phe. recitation) is of three' kinds, wiz, tHat with the
same words [as ia Sanskat] (samina fabda), that with cotrupt
(vebbrasta) words and that with words of indigenous origin
(desi).

4. A sentence containing words lihe kamala, amals,
rens, taraniga, lola, salla and the like are used n the Praknc
composition [in the same manner] as 1n Sanskat.!

5. 'Sounds which change their combined form or vowels,

t  *For zn Englush translation (with the text and notes) of XVIIE 1-24,
sce M, Ghosh, “Date of the Bharata-Nityafistra,” JDL, Vol. XXV, (1933)
For a French translation (together wich the romanised text)of this chapter
ses L. Nitn-Dola, Les Grammarriens Prakrits, 1938, pp. 64-76.

? samisatab (C durottamib).

2 'CF Nu-Dold, p 70

3 ! Later Praknt Grammartans called the above chree classes of words
tatsamg, tadbbays and dedi respectively

4 1B.rcads one additional hemisuch (42} before thi CE MNitti-Doles,
p. 20,

5 ' CE Nin-Dold, p. 70,

4(
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or sustain loss and chat often 1n the middle of 2 word are
corrupt (vshbrasta).

Vowels and simple cansonants

6. Sounds following ¢ and o (r.e. ar and an) and che
Anusvira [1n the alphabet] do nat occur tn Praknt And such
is the case with sounds between va and sa (s.e. fa and s4) and
the final sounds tn the ks, ca and ta groups {s e. 71a, fia, na).'

7. Ka, ga, ta, da, ya, and va are dropped [m Prakri]
and the meaning s carnied by the [remaining] vowels, and
kba, gha, tha, dba and bba become ba without giving up the
meaning of the word.

8. In Praknc rs does nether precede nor follow [a
consonantal sound] except 1n cases of bbadra, vodra, brada,
candra and the Iike.!

g. Kba, gha, the, dba and bba always become bain
words such as mukba, megha, kathi and vadbn prabl;ﬁtd.‘
And as for ka, ga, ta, da, ya° and va the vowel’ following
them always represents them.

6 *This together with three following couplets are wrtten not 1a Skr.
but 1n Praknt Hence they should be taken as an interpolation  The
first of these oceurs as a quotaton (without the authors Dame) 1n a late
wotk on metncs edited by M HD, Velankar {Annals of the Bhandarkar Inst.
XIV. 193233, pp 1-35, aiation of Nitu-Dolas, p. 71)

7 ¥Nuu-Dola and B reads padra for drabg See the cbdyiin B, and Ag.,
and also PSM for the Pke, words CE, Nitt-Doley, p. 71

8 Sec the chaya inB,and Ag and also PSM for the Pkt words CE.
Nii-Dolen, p 71,

9 ! Evidently the hard aspirates 1n case of other words did not change.
Ag's example of such wotds are kbets, parigha, atbe This speaks of the
high anuquity of the Pkt. of the N§, though not of these rules writeen 1n Pkt

% The non-aspitate consonants mentioned here are to be understood as
devaid of the mnherent vowel *a".

3 The word saro (=sversh) here means “vowel” and not *sound”. CF.
Nuu-Dolap 71,
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zo. Sz it should be known, always become« .11 tds
such as ._fd_tPJdd.l The final syllable of &sla shou'd ~¢ -, and
the word Ebalu should become Ebn.

t1. Ta becomes dzin words such as bhars  eunr, and
tata, and s and ga always become sz, €.g. visa (vesg) and
samka (3arikz)

12.  In words such as stars and the like, 2 standing not
in the beginning of a word becomes an indtstinctly pronounc-
ed da.! Da in words such as vadavZ and tadZga becomes Iz

13. Dban words such as vadba and madbs become
dbe, and na becomes pa everywhere 1n pronunciatton.

14 Pa [in 1t] changing 1nto va, dpana becomes Gvana.
And except 1n case of words lke yathz and tathi, tha
becomes dba.

15. Oneis to know parasa as pharasa, for pa becomes
pba [init], and mrgs will be changed to mao while myta
will also be mao.!

16, A4u employed in words hike angadbs etc. will change
to 0, and ca in words such as pracays, acsra and acals erc.
will change into ya.*

17. Thus [change] the sounds 1n Prakdt when they
are not mucaally connected (r.e. they are simple). Now I
shall describe the change of conjunct sounds.

10 * Ag. is silent about this satpadide gana. -

12 ! Thisinduunctly pronounced da is perhaps a spirantsed da, Ag.
thioks that it is somewhat hke a L

15 The word mas (mays) from mrte as well as mrgs had its spirantised
deteduced 1o ya-iruss which however was not shownin witing dunng the
early days of this phonenic change (See IHQ VIII 1933, suppl. p. 1435}

16 1 This yedruti for ca did not probably ar ence lead toits graphic
chimination,
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Conpunct consonants

18.  Sca, psa, tsaand thya change mto (c)cka, bbya,
bya and dbya into ()ba, sta nte ttha, sta into ttha, sma
into mba, ksna and sna inte nba, and ksa into (E)kba.

19. Aicarya will be acebariya and niscaya micchaya,
utsiha ncchaba and pathya, paccha.’

20. Tubbyam becomes tujzham, mabyam majpham,
vindbya vimpba, dasta dattha and hasta battha

21. Grisma becomes gimba, flaksna sanba, nsna nnba,’
jaksa jakkba, and paryanka pallamka,

22. There 1s metathesis tn the grovp bma occurning 1n
words such as brabman ctc,, and an brhaspats [the group spa]
becomes pha, yapiia becomes 1anna, bhisma bhimbpa.

23. Ka and sipular other letters (sound) while on the
top of another letter (sound) will have to be disjointed n
thetr pronunciation.’

24. Thus are to be learnt the pronunciations of Prakrit
and Sanskeit. I shall discuss hereafter the classification of
regional languages (defa-bbisa).

25. The [languages] to be used 1n drama are of four
types in which Recttation should be etther of the refined
(mmskrta) ot of the vulgar (prakrea) kind.

Four types of language

26. The Super-human Language (atshhasa), the Noble
Language (drya-bbasz)' the Common Language (jats-bbzsz)

19 ' B reads one addinonal hemistich between 19a and 19b.

23 I1This probably relates to suarabbakss {(anaptyxis) Kilesa (kleds),
radana (ratna) and duvidra (dvirs) may be examples of this.

24 ! Cf, Nui-Dolar p. 73

26 ? Some commentators think that drya-bbasi means a language 1n which
Vedic words preponderate (Ag)
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and the Language of Other Animals (yonyantas c
the [four] languages occurnng in plays.
The Superbuman and the Noble Lan_

27. The Super-human Language 1s for the ds, and
the Noble language for the hings." These have the quahty
of refinement (samskara) and are current over the seven great
divisions” (dvipa) of the world,

The Common Language

28. The Common Language prescribed for use [on the
stage] has vanous forms. It contains [many] words of
Barbarian (mleccha) ongmn and is spoken in Bharata-varsa
[only].?

The Ansmal Langnage

29. The Language of Other Animals® have their origin
in ammals domestic or wild, and 1n birds of various spectes,
and 1t follows the Conventional Practice.

Two kinds of Recrtation
30  The Recitation in the Common language which

T C reads fityantats for yonyantars

27 1 The atsbbasa and aryabbisi are possibly the dialects of the pure
Indo-Aryan speech. It should be noted that *samskrta’ (Sanskrie) as the
name of a language 15 absent bere,  Bhoja takes ats-, arya- and jati- bbasas res-
pectively as franta (Vedic), rsa (Puranic) and Jankska (literary) speeches. See
Sr Pr ed, V. Raghavan pp, 191ff

2 This may be said to show that Sanshrst was used all over the aviliged
wotld at the time of the N§

28 1 The common speech or the speech of the commaners 1s distinguished
here from that of the priests and the nobtlity by deseribing it as containing
words of Barharian (mleccba) ongin  These words seem 1o have been nonc
ather than vocables of the Dravidian 2nd the Austric languages  They entered
mto Indo-Aryan quite early wats history. See S K, Chatterys, Ongn and
Development of the Bengali Language, Calcutta, 1926 pp. 42, 178,

26 * Neither the NS, nor any extant drama gives us any specimen of the
conventonal language of lower animals, which 15 to be used 1a the stage
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relates to the four castes, s of two kinds, viz, vulgar (prakria)
and refined (samskrta).

Occasion for Skt. Recstation

31-  In case of the selfcontrolled (dbira) Heroes of the
vehement (wddbata), the light-hearted (lalita), the exalted
(ndatta), and the calm (prafinta) types, the Recitation should
be n Sanshrit.

Occasion for Pkt Recitatron

32.  Heroes of all these classes are to usc Praknt when
the occasion demands that.*

33- Incasc of even a supetior person 1ntoxicated with
the kingship or wealth) or ovetwhelmed with poverty no
Sansknt should be used.?

: 1 - 3 Irc 3
’ il
34. To persons in disguise,” Jain monks,” ascerics,

32 ' As Arjuna disgursed as Bybannali

33 *No extant drama seems to furnish any tllustration of this rule. B
reads one additional hemistich before this,

34 Y vydaingapravsstEndme=persons 1n disguise of different kinds of pro-
fesstonal and religious mendicants cte  See Kanulya’s Arthafdstra, An ¢xample
of this ts Indra 1n the guise of 2 Brahmin speaking Pht. i Karna, asenbed to
Bbisa, Niu-Dolci takes this expression as an adjectine of Sramanguim etc,
But it need not be construed Itke this.  This part of the rele seems to relate to
Skt -speaking characters assuming dysguise, Viradhagupta (Mudrd. 1L) assum-
ing the guise of a snake-charmer, is an example of such characters. And s0
are Yaugandhardyana and Romanvin in the Prag)sa, (11I) ascbed to Bhisa

2 Sramana (Pkt. samang), The word is to be taken to mean here a Jain
monk., Sec Jad: vattbam avanems samanao bom:, Awv1 (V.) ascuibed to Bhisa,
jramans was sometimes used also in connexjon with the Buddhists. See
below 36.

% tapasvin —It appears that the author of the N§ meant by thus term
ascetics mm general  Though we find Brabmin ascencs in ancient literature,
the insututon of asceticism was most probably of non-Aryan origin, This
scems to be the jusuficanon of assigning Prakriuc Recitation to afl the aseeties
irrespectave of their sectarian affiliation.
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rchgtous mendicants and jugglers should be assiied cte
Prakrit Recitarion

35. 'Swimilatly Prakne should be assigned to children,
persons possessed of spurits of lower otder, women 1n teminine
character® persons of low birch, lunatics and phalius-wor-
shippers.®

Exception to the rule for Pkt Reestation

36. Buc to tinetent recluses,’ sages,” Buddhists,” pure

Srotriyas’ and others who have recetved nstruction [m the

¢ bhiksy —religious mendicant 1n general It should not be restricted to
Buddhssts alone, The alternative same of the Brahma-siitra 1s the Bhiksu-sutra,

35 1B,'sreading in translation 18 as follows  Sumilarly Pkt should be
assigned to Sawa teachers, lunatrcs, children, persons possessed of spirsts of
lower order, women, persons of low byrth and bermapbrodies (B XVII 37)

2 In a queen’s role 2 woman may sometumes speak Skt,  Sce 38-39 below,
The parrvrdjska in the Malavy, speaks Skt

? salinga —This possbly means the meraber of a sece which like the Lingi-
yets wears 2 phallus suspended from their peck

36 (C.34b-35a; BXVII38), ? panvraj-az person of the fourth dframa.
A recluse belonging to the Vedic commuaity.

2 muns —This word, probably of non.Indo-Aryan cugm meant in zll
likelthood “wise man ™ See N§ 123 note 1, In the ancient wortld, wisdom
was usually associated with rehigious and spistual elevation. Ths might have
been the reason why the word was applied to persons hike Valistha and
Narada «tc,

* jakya —a follower of the Buddba, There 1s nothing very astonishing o
Skt being assigned to Buddhist monks Buddhist teachers Dike Afvaghosa,
Nigirjuna, Aryadeva, Vasubandhu were the all very great Sansknists, and
the Mahiyina lireature was written 1n the Sanskrit of corrupt as well as of pure
vatiety. This might have been the general Lingurstic condition before the schism
arose amoag the Buddhues In Asvaghosa's Sartputra-parakarana Buddha and hrs
disciples speak Sanskrit (Keuth, Skr. Drama p 82)  Afvaghosa assigns Skt to
2 framana as well (foc. e1f)  This ramana was possibly a Buddhist, see 34 £a.

Ycanksesn (carksesn, C) drotriyesu—for the pure frotriya ora learned
Brahmin  The adjective “pure” (caukss) wvsed with jrotrya 1s posuibly to
separate him from an  apostate who might have entered mnto Jan or any other
heterodox fold and was at hberty to use Pkt. Ag. takes cauksesn (hus coksesw)
a3 a noun,



XVHI 37 THE NATYASASTRA 328

Vedas] and wear costumes suttable to their position (liigastha)’
should be assigned Sanskeitic Recitation,

37. Sansknt Reatation is to be assigned o queens,
courtezans,' female artistes to suit special times and situattons
1 which they may speak.

38-39. As matters relating to the peace and  war
may occur an course of a talk and the movements of plancts
and stars and cries of birds concerning the well-betng or
distress of the hing are to be known by the queen, she
1s to be assigned Sanshmtic Reatation in connexion with
these (lic. 1n that ume) ®

40. For the pleasure of all hinds of people, and 1n con-
nexion with the practice of arts, the courtezans are to be
asstgned Sanshriuc Recrration which cal}",'bc eastly managed

41. Forlearning the practica of ¢ 5 and for amusing
the king the female artiste has been pa“.:s}“nbed to use Sansheit
recitation 1n dramatic works.!

42z. The pure speech of Apsarasas® 1s that which has
been sancuioned by the traditon (s.e. Sanshrit), because of
their assoctatton with the gods, the popular usage conforms
to this [rule].

43. One may however at one’s pleasure assign Prakrtic
Recitation to Apsatasas [while they move] on the earch  [But
to the Apsarasas in the tole of] the wife of 2 mortal also [the

* fistab Lingastbab—religious  mendicants who have recened  instruction
{10 Vedas),

37 ! Ancxample of this is Vasantaseod spralung Ske. (Mrcch, IV.)

38-39 ¥ This oot very clear rule cannot be illustrared by any extant drama

41 * This is possibly no example of this 1 any extant drama,

42 * No play with an Apsacas speaking Skt s available, All the Apsa-
rasas tn Vikram, speak Pkt,
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szmie] should be assigned when an occaston (hie -
need] will occur.?

44. In the producuon of 2 play therr [nat S age
should nat be assxgncd to tribes such as, Bar . N\ atas,

Andhbras and Dramdas.’

45. To pure tnibes of these names, should be assigned
dialects current tn Strascna.

46. The producer of plays may however at their option
use local dialects for plays may be wnrten 10 different regrons
[for local production].

Seven major dislects

47- The Seven [major] dualects (bbIsz) arc as follows
Magadhi, Avanu [Avantyi], Pracya, Sauraseni (Strasem),
Ardhamagadhi, Bahhi3, Dialéinatyd.”

48. In the dramatic composidon there are, besides,
many less important dialects (01bbas3)' such as the speeches
of the S$al3ra, Abhiras, Candalas, Sabaras, Dramudas,?
Qdras, and the lowly speech of the foresters.

43 * Urvafi 15 3o example of an Apsarzs who became the wifc of 2 morual
(Vikram).

44 " Sco XXII, ¢ notzs,

47 * Migadhi. Saorasem and Ardhar3ridhi are well known, But any old
27d apthente d-smption of Avanti, Pracya, Bablikd and Daksnityi Pke.
seerms 3 be nen-exystent According to Prthvithara, a very lite antherity
\Mrch, centuns th- speamens of Awantiacd Pracya ooly. Itasto be nored
that the present [ist does merindode Mahirisai  See M. Ghosh.  “Mahi-
raszi, 2 it phase of Savraseei,” JDLL XXIL

43 By the word oebbars Prthvidbira wnderstzads eididbd bbas bina-
patreeprayorysevid Eensb, Ser Puischel, Grammatik, §§ 3-5 No old and
amthenns speamen of the e15Edsis bas resched us. Accordimg to Prthwidhan
the Mroch. copeains $ikiri znd Cindalt beudes Dhakhi whick last the NS
dees pet krow,

*Ie1s eorfous tha aftey forbidding the wse of lasmuages fke Dramuda
(D-a=ih) in 44 above, the amtber s 1acl.ding 1t among the diafects that can
be allawed 13 dramiuc werks. Oue possible explanauen of this anomaly may
be thie kere we teeet with a late intzrpolznon, and passages from 48-6x belong
@ a Liese swatom of the texe

42
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Uses of major dialects

49. [OF these] Magadhi 15 assigned to guards (k.
inmates) of the royal harem,' and Ardhamagadhi to memals,
princes and leaders of bankers’ guilds.®

50. Pricya s the language of the Jester' and the like;
and Avanti 1s of gallant crocks (dhiirta).” The Heroines, and
thewr female friends are also to speak Sauraseni without tn
any exception.

s51.  To soldiers, gamesters, police chick of the city and
the like should be assigned Daksinirya,' and Bahliki s the
nauve speech of the Khasas who belong to the north.

Uses of mnor dualects

52. Sakari should be assigned to the Sakira and the
Sakas and other groups of the same nature, and Candali o
the Pulkasas and the lihe.?

49 ! Fot a list of such persons see DR 1l.73.

3 According to Pischel this passage assigns AMg 1o servaots, Rajputs
(ripaputrad and leaders of bankers” guild (fresthi) See Grammatk § 17
But no extant drama secms to sllustrate this rule For Candanadasa sho sz
frestbi, doesnot sp.ak AMg  (Mudii, ) while Indea 1n the disgurse of 2
Brahmin speaks this dualect of Pke. (Karna, asenibed to Bhasa),

50 1 According to Prehvidhara Vidiisaka mn the Mrcch  speaks Pricya the
sole charactensuc  of which 1s abundance of pleonastic kg Scc Paschel,
Grammatik, § 22

2 According to Prehvidhara the two policemen Viraka and Candanaka in
the Mrcch (Vi) speak Avanti  But according to the latter’s own admission
he was 2 Southerner and a man of Kamira, No old and authenuc desciipnion
of this dialect is available. See Pischel, Grammatk § 26

5t ! Caodanaka’s language 1o Mrcch i spite of Prthvidhara’s testmony
to the contrary may be taken asa specimen of Diksinitya See 50 note 2

above, No eld and :ulhcn!ll: description of this dialect 1s available Cf Pischel,
Grammatk § 24, \

52 ' According to Prtlwldhau $akira in Mrech, speaks $ikiri dualect, CE,

Pischel, Grammatik, § 24
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53- To charcoal-makers, hunters and ¢h. .2
their Hvelihood by [collecting] wood and lca <
assigned $3bari’ as well as the speech of forest d = -

54- For those who live m places where =« sphants,
horses, goats, sheep, camels or cows are kept [10 larze oum-
B:rs] Abhiri® or $ibari’ bas been prescribed, and tor forest-
dwelles and the like, Dravidi® [is the language].

55- Odri s to bz assigned to diggers of subterranean
passages, prison-warders, grooms for horses,” and Heraes and
otbers fike them while 1n difficulty are akso to use Magadhi
for self-protection

Dustnguishing  featares of varions local dialects

56. 'To the regions [of India] chat lte between the
Ganges and the sea, should be applied a dralect abounding
in e’

57- To the regions that lie berween the Vindhyas and

the sea should be assigned a language abounding 1n 74’ (ot 74).

2 Prthvidhara thinks thar Candilas iz Mrech (V') speak the Cindalt dialect.
CE, Pischel, Grammank, § z5.

53 37This dialect seems to have beenthe parentof the modern Sorz
language,

¥ 8ee 54 mor= 3,

54 2 Abhiri dialect is not available in any extant drama,

* Sec 53 mote 1.

3 Drindi d.alset is not availabls in any extant drama.  Itis possible tharic
was not 2 pure Dravidian speech (See 44 sbove). Possibly 2 Middle Indo-Acyan
dislect in which Dravidian phonenc and lexical influence predominated was
meaat by this  Its habrat was ia all Likelihood some region of North India.
CE, Niegi-Dolei, p. 120-122.

55 ! Fer Odsi Pir. see 45 pote 3 2nod Nutu-Dold, pp. 120 £n, 4 and 122

56 *B. again reads 44 after 53.

? This “¢™ is perhaps termination of the pomioative singular the «-bases
i1 Mg, asd AMg.

57 ! Thisrelates to a dialect of Pkt which does oot change na always
jato ne Though according to some grammanans Pke. 1s always to change ns
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58. Recgions like Suristra and Avanti lying on the north
of the Vetravati onc should assign 2 language abounding cs'-

59. To people who live i the Himalayas, Sindhu and
Sauvira a language abounding 1n x should be assigned.®

60. To those who live on the bank of the Carmaniati
tiver and around the Arvuda mountam a language abounding
i o' (or t2) should be assigned

61. Thesc are the rules regarding the assignment of
dialects an plays.  Whatever has been omitted  {bere] should
be gathered by the wise from the popular wsage.

Here ends Chaprer XVII of Bbatata’s Naryadistra,
which treats of the Rules regarding the Use of Languages.

into 74, it seems that such was not strictly the case wrth gl 125 dialects  For
example in the so-called Jzin Phe, (AMg. of Hemacandra) has ymtisd » and
intervocal nn.

58 11t scems that ar the rime of the author of the passane antervocal s
so this pacucular region wes yer malotined or dental ¢ <ounds were mostly
changed into ¢ sound (a5 10 crrbe for 1200bs),

59 ¥ Ths w perhags relates to a close pronunciation of the o vouel

6o *This o perhaps relszes 10 an open pronuncianion cf the & vowel,



CuapTER NINETEEN

MODES OF ADDRESS AND INTON ATION
Disfferent modes of addyes.

1-2. These are, O the best of Brahmis the rules on
the use of languages [m a drama]. Now histen about the
rules of popular modes of addtess® or the manner 1n which
persons of equal, superior or infertor status 1n a play are to
be addressed by those of the superior, the medm or the
infertor class.®

Modes of addressing males: addressing great sages

3 As the great sages are adorable (lit, god) even to the
gods they arcto be addressed as “holy onc” {bbagavan)'
and theie wives are also to be sinularly addcessed.?

Addressing gods, sectanian teacbers and learned men

4 Gods," persons weaning scctanan teacher's dress”, and
prtsons observing  vanied vows® ate to be addressed as “holy
one” (bbagavan)® by men as well as women

12 ¥ This manner of addressing different persons includes refesting to
them before their ownselves or before others, eg, m $ak (1), Dusyanma 1s
referred to by his charioteer as dywsmin, Gymsman pasys pasys)

TRules given herealter do not cover all the numerous ard different cases
occurnng 1a the exant dramane literature in Skt and Phe

3 " Ex Kisyapa (Kamva) addressed by his duciple ($ak IV') Minca by
Dusyanta (ibsd VII ) and Ravana to ascetie’s disquise by Rama (Pranm3 V)

* No ex. of this seems to be available a any extant drama.

4 YEx.» Agm (Abhi VI) & Varuna (ihd IV)

1 Ex, (Rivana disgursed as 2n ascetc addressed by Rima (Pratma V)
The Jester 1n Pratyyfiz (111} addressing the fain monk (framinaks) as bbasam
(bbags sn) ta create Liughter, bbadants mould have been the proper term i
this case.  See below 15

* Read here nandvra sdbsrs (bbs in BY for munsrrstsdbara (B) and ndndsrmsi-
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Addressing the Brabpun
5. The Brahmun s to be addressed as “noblz one”
(@rya).!
Addressing the kg
And the king [1s to be addressed] as *‘great hung”
(mabirza).?
Addressing the teacher
The teacher [1s to be addressed] as ““professor” (deirya) *
Addressing an old man
And an old man [is to bz addressed] as * father” (réta) *
Brabmuns addressing the kg

6  Brahmins may address the hings at their pleasure, by
their names.  This should be tolerated, for the Brahmnas are
to be adored by the hings.

Brabmins addressing munssters

7. A munister 1s to be addressed by Brahmins as <Coun-
allor” (amatys) or “mmster” (sacrg),’ and by other persons,
iaferor to them (ne. Brahmuas} ke {1s] 2luays {eo be
addressed] as ¢ sie™ (Ery2) ?

dbsre (C) Ascenes belonging to minor beterodox sects s7exm o bave been
incuded 10 this term A weads nerzgwtedboren 2nd explans dhis as
babuirutah

5 !Ex Brahmio (Kefavades) 1n Madbyama, addressed by Bhuma

® Ex, Sumantra addresaog Dasarztha (Pranma, 1), 208 Vivhsanz address-
1pg Rarana (Abhyszha 10).

3 Ex, CZnalya 2ddressed by hus dsaple (Mudra, 1)

$ Ex Bharzra addressiog S 2, the old ch (Pranma V1)

6 1Ex Indadsgmsed a5 a Brabmin addeeesop Ramg (hama) CL
Canalya addressing Candregupra mostly as Vesala 1a Mudea

7 1CL XXMV 8283 No exemple of thisrole seems to be aralble
13 2ny extant drams,  Ses note 2 below.

3 Fx, The door-keeper (prc skers) addressing Y awgzadharsy.nz (Pradida,
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Addressing the equals

8. One ist accost one’s equals by ©.c -
which they are styled.!

Privileged inferiors addressing snper: r.

A supetior person may however be addresscd (or referred
to) by name by infertor persons when the latter are privileged
to do so.?

Addressing employees, artisens and artists

9- Men and women in one’s employment,' and artisans
and artists® are to be addressed as such (s-¢. according to their
status).”

Addressing persons of respect

10. A respected person is to be addressed as  “honoured
sic” (bbava), and a2 person slightly less so, as ‘‘commde
(mirsaka or mirgd).!

I). Butcuriously enough Riksisa has been addressed not as “Arya” but as
“Amitys” (connaller) by the deor-keepes, and by hus friend Vuridhaguprs oo
he 1s addressed Hkewise (Mudra, 11).

8 *Ex. Canakya addressing Riksasa and vice versz (Mudra, VII),

? Ex, Hamsaka referring to Yangandhardyama before the latter. (Prawii.
L 13. 14). See above notz 1.

9 * Yaogandharayana addressiog $3lha by name (Pratijda. I 2. 4) and
the kero Carudatta addressing the mard-servant Radaniki (Ciru. L 21, 15)

*As, explains kdrwka and filps as Follows . attsans (Earska) are those thar
beild stiipas and the like objects, artists are painters and the hke.

2 Ex, The king 2ddressiog Haradatta, one of the teachers of dramatic art
{Milavi, II. 12_4) .

1o 1 Ex, paripirivaba addressing shtraedbirs as bbiva, and sitra® addressing
pérepiriooks as mirss (ALLE L, 1. 6, 8} Sikarz ence addeessing tr1s zx bbivs
wnd pext time as milifs (minsg) in Caru. L17 3726 3) The word
mirscks docs ot seem to ectur any extant drama while mirss occurs very
oftzn.  Ses Urrara, (1. 4. 7) and Milani(l. 2. 3)
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Addressing persons of equal status

A person of equal status should be addressed as *brother™
{vayasya)® and a low person as ‘hey man’ (ham-bo)

The charoteer addressing the charsot rider

11. The chariot-nider should always be addressed by

the chartoteer as “long-lived one’” (dyssman).’

Addressing an ascetsc or a person with beatitnde

An ascetic or a person who has attained beautude
(prasanta) 1s to be addressed as “blessed one™ (s7dbo).”

Addressing princes

12. The crown-prince 1s to be addressed as cgire””
(svdm:n),' and other princes as “young master””  (bbartr-
daraka).?

Addressing snfenor persons

»
Infetior persons arc to be addressed as “pleasing one

3 Ex. S:ddhirthaka and Samddhirthaka addressing cach other {(Mudri,
VI z. 14, 16)

3 Ex, Cinakya"s spy addressing his duscple as bam-bo bambbana, (Mudri,
I 8. 4)

t1 ! Ex Dusyanta's charioteer addressing hum (Sak, 1)

2 Ex. Dusyanta’s priest addressing the two disciples of Kisyapa (Kanva)
and Gautami sapasvingb (Sak. V.11 6).

The wotd szdbu as a form of address does not seem to occur in any extant
drama

12 ' No example of this role scems to be available in any extant drama,
On the other hand svdmin s very often used in addressing 2 Ling  Fax,
Yaugandhardyana addressing the king Udayana (Svaprz VI 17, 1), Kaudji-
yana and Bhiitka addressiug the king Kunubhojz (Avw. I 5 3; 8.5). On
the use of the word su@min in inscriptions see Sylvamn Levi, Journal Asiatique,
Ser. g, XIX. 95ff. 1. Ant Vol XXXIIL p 163. Sui's maid addresses Rima
as bbettd (Pratimi 1 9 2) The doar-keeper (pratrbari) refers to the crown
prince Rima as bbattidarasisa rimassa (Pratima 1 2 o)
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(saumya),* *auspicious-loohing  one’ (bbad
such terms should be preceded by <O (be).?
Addressing persons by thewr accnpatav «
13. Inaplay aperson 15 1o be addies 4 term
appropriate to his birth or to the vocaton 1 1 learning
practised by him.?

Addressing a sou or a diseipse
14. A disaple or 2 son 15 o be addressed by the gurn
or the father as “child” (vats?)', ‘son™ (putraka),” “father’
(¢dta)’ or by bis own name or clan-name (gotra).!

? The word has been used with reference to the crown prince 1 Praliml
{foc, at. 1) In refernng to other princes play wrghes use the word kymirs
In Pratimi (Il 14. 12) Bharata has bees addressed with this term  In
Mudri, (RV. 12 5) Malayahetu has been addressed simifatly  Avimacaba, the
lover of Kurangiis addressed as bbatsiduras by her mad (Aw 1L, 17 2)

3 Thys use of the term sanmy. does not s=em to occur tn extant dramas, and
bbadra appears fo have taken its place, e g, Bharata addressing the messenger
(bBatz) 1 Fratima (lIl. g42) Dusyanra addresses hss chief of the army
{sendpats) siolarly (Sah 1L 3 54)

1 Ex Riksasa’s spy (parmsa) addeessing lus door-keeper (Mudra IV §2)
lIa Abki, (VL 31. 1} Agai (god of fire} adlresses Rama as bbadrsmuwkbs though
carlier, (VL 26, 7) ke says. #ame namaskram kartum arban devedab, The
Jester addresses the candias as bbho bbsddsmubs (NMrech X 23 3) The
Mapadha punce is addressed as bbaddamubs by the female asccric 1 Svapna
L 7. 20, For the use of bbaframnkbs in inscriptions see Select Inscripuions,
ro, 72, Sec also Keith, Skr. Dram. p. 69

13 ! Not many cxamples of this rule seem o be available 1 any extant
drama. In Mrech (X 20 1) Carudatea’s son addecssing the Candalas a5 are
cand2l may be an example of thes

14 YEx, The Syuvira king addressing Avimaraka (Awt V1 47 g) Cf
Drona addresang Duryodhana (Pafica 122 3)

% Ex, The form putrafa docs not seetu to occur an any extant play  Drons
addtesung Durysdhana 25 putrs (Paiica | 23,3) Duryodhana addresung 1is
son simalarly (Uru L. 42. 3}

3 No example of this seems to be avalable 1 any extaat dramaz

¢ Ex. Vil addressing Aazady by name (Abla I 252) Adyapr (Karsa)

43
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Addressing Buddbist and Jan DMonks

15. Buddhise and Jain (mrgrantha) monks are to be
addressed as “blessed sic * (bhadanta).’

Addressing persons of other sects

Persons of other sects’ are to be addressed by terms
enjotned by their own rules *

People addressmg the Ling
16, The hing s to be addressed by his scrvants as well
as his subjects as ““lord™ (deca),’ but when he s an overlord
[of other Lings] he 1s always [ro be addressed] by hus senants
as “swee” (bhatta) °
Sages addressing the ling
17-18  The hing 15 10 be addressed by sages {rsi) as
“hing” (rdjan)' or by the patronymic term.”

addressing Sarngarasa by name (Sak, IV 16 1)  Instances of 3 sen or a discr-
fle 2ddressed by clan-name (ot7a} do not seem to occur 1s any extant drama

15 ¥ Ex Ksapamiha addressed by Raksasa and Siddhorthaba as bbadanta
(Mudra IV 18 2,V - 1) A Buddhist monk 15 very rarcly met with 1a
extant dramas  Advaghosa’s drama wcluded such a chacacter, but one canpot
say from the fragments how he was addressed, (Sce henh, She. Dr p 82)

* According to Ag onc 15 to understand by ‘other sects” Pasupatas and the
hie

3 An example of such 2 rule 1s 2 term lthe bbapusan or bbassrvaiis used n
addresstng Pasupata teachers (Ag ).

16 'Ex. The Koficuhin addtessing the hmg (Modra. NI 10 3)
Ganadasa addressing the hing (Malavi T 12.8)  Vibhuszna refers to Ruma
as devs (Abhr VI, 20, 3) when he s not yet a hing, besides this the same
Vibhisana addresses Ravana as maharays (Abhi, UL 15,1} See alse 12 note 1,

* Ex Yavamkba aldressing the hing Dusyanta (§ah VI 24 10) But in
Bala (Il 3 1.) the cowherds address Sanharasana as bbatta, and Nazndagopa
too addresses Vasudera Jikewsse (Babr 1 19 30)

1718 1 Ex, Bhagasin (Yodhisthira) addressing the hing Virdu (Pafica
114 2)

? Noex of this seems to cccur 1n extant dramas  Narads addeesses the
wwo hings sumply as huntibhoja and Ssuuirarapa i Ava (VL 20, 8, 12)
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A Jester addressing the king
And he should be addressed 2s “sfriend
“king” (rajan)* by the Jester.
A Jester addressing the queen and b.
The queen and her maids are to be addressed by him as
“lady” (bbavats).?
A king dddressing the [ester
The Jester is to be addressed by the king by his name
or as “friend” (vayasys).*
Women addressing thesr husband
19. By all women in their youth the hushand should
be addressed as a *noble one’sson”* (arya pntra),! but in other
cases, the husband 15 to be addressed simply as *noble one”
(rya),” and in case of his being a bing he may be addressed
as “grear king’’ (mabdraja)® also.
Addressing the elder and the yonnger brothers
20. The elder brother should be addressed as “noble
one” (arya)' and the younger brother ltke one’s son.*

3 Ex The Jester in §2k (1T 2 1) and Malwi (V 3 18)

* No example of this seems to occur 1 any extant drama In Ratna
(I 16. 35) the Jester once addresses the king as bbareT.

% Bbavats in the Jester’s speech would be bBods,  Ex The Jester addressing
the queen’s mad o Svapna (IV. o 28) alee addressing the queen (Malave,
IV 4 23) and addressing the queen’s maid Susamgatd (Ratn. 1V, o, 30)

¢ Examples are easily avalable.  See Svapna, Sak. Vikram etc, (The Jester
1s addressed 3lso as sskbe  See Malavy (IV 1. 1. 2nd Vikeam, 1,18 11 etc)
and as bbadrs (Vikram. IE, 18 15)

19 3 Examples ate eastly procurable. See 8ak, Malavi, Svapoa etc,

2 Ex, Nats in the prologve {prastitara) addressing the sitredbira her hus
band (Ciru, and Mudra)

1 Ex. Gindhirs addressing Dhreudstra (Ore 1 38 2) Urvaii refers to the
king likewise (Vikeams IV 39 2)

za ' Ex Laksmina :ddmsmg Rams (Pratimz 1 21 2) Sahadeva
addressiag Bhuna (Vene. I, 19 12).

2 Usual from 1n such a case 1s eatss, bue the younger brother is also some-
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These are the modes of address to be used to male
characters 1n a play.

Modes of addressing women

21, Tshall now speak of the modes of address to be
used to female characters 1n a play.

Addressing female ascetres and goddesses

Female ascetics and goddesses are to be addressed as +holy
lady’ (bbagavit).

dddressing wives of semtor persons, and elderly ladres

22, Wives of respectable scniors, and of king's officers
(stP7miyd) are to be addressed as ‘lady” (bbavats)

Addressing an aceessible woman and an old lady

An accessible woman (gamya)® 1s to be addressed as
gentle-woman™  (bbadre)’ and an old lady as **‘mother”’

(ambi) *
'AJdre:smg a king's wrves

23 Ina play hing’s wives are to be addressed by therr
<etvants and attendants as  ‘mustress* (bhatting), “madam”

umes differently addressed, e. g by name of the mother, as Saumitre, (Prattma
1 21 1), Katkeyimieah, (1b:ed 1V 2.21)  See above 14 and 4

21 * The kang addressing the provrapkd (Malave T 14 2), the Kaficukin
addressing the female ascetie (t3pam) m Vikeam, (V g 2),

zz ' Fx Sumantsa addresing the widowed wives of Dafaratha as
bhavstysh (Praumi 1L 12, z). The hadcubin 2ddressing the Pravhan
Svapna (V0. o, 6)

? gamy3—-not withie the prohibited degree of sexual relationshsp.

* Ex, Asvimirzka addressing Kurangika (Avi. 11, 19, ©). Dusyanta address-
ing Priyamvada (S2k I, 27 6) Bue the hing addresses Citralekba as bbedra-
mubks (Vibeam 1L 15. 9) as well 2s bbadre (1brd. 131 15 ©)

4 Ex, The king, Urvast and thewr son acdressing the female accetic, (Vikram
V.12, 3, 5 18).
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(searuni) and vlady”” (dewr).”
24. [OFf these], the term “lady™ (d-
applicd to the chief queen (mabisi) by her serv_ .
by the king. The femaining [wives of the .1 1 be
addressed [stmply] s “*madam’’ (svamsni).’
Addressing anmarried princesses
25. Unmarried princesses are to be addressed by then
handmaids as “young mistress™ (bhartr-dinki) '
Addressing a sister
An elder sister ts to be addressed as ¢tsister”” (bhigmi)y
and an younger sister as *child” (vstse).?
Addressing a Brabmn lidy, a nun or a female ascetsc
26. A Brabmin [ady, 2 nun (lrgasthly ora female
ascetic (zratini) 1s to bz addressed as “*noble lady” (arye)."

23 1Ex, (i) bhagesns, Nipunika :ddx:s;iug the Gueen (Vikram, Il, 19,16},
Kaficanam3li addressing the queen (Ratnd L 18, 11} Bue in Pratimi (L. 5. §)
the maid (cerr) addresses 5ic3 who is not yet a queen, as bbuzune (1) Svinum
as a term of address to the queen does not seem to ocettt in any cxtant drama,

2 Ex. The maid (cesi) addressing the queen Bhinumari {Veni, 11 2 14).

23 1Sce above 23 note 2. For an example of king addressing the queen as
deur see Pravjia, Il 10, 12,

2 The term bbogni meant those who were metely an object of enjoyment
1 ¢, those who were pot dbarrraprints (wives elligible to take pare in religeous
ntes.

 No. cxample of sujmsn being used in addressing such a wife seems to
cceur in any exunt dramaz.  In Malavi, IV, 17.8 Nipunhi addressiog Trivati
the second wife of Agnimitra uses the term bbstane,

23 IEx. The maid (eets) adlressing Padmivati (Svapna. Loa5 11) and
Kuradgi (Avi Il 0 45).

3 This mode of address does ot scem to eccur m any exunt drama «of
Karp, L p. 18,

3 Fx, Yaogindhariyana in the role of an elder brother addresses the queen
whois playing the role of his younger sister as curse (Pratiis AL g. x1).

26 " Nao ex. of this rule scems to be available ia any extane drama Pari-
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Addressing one's wife

A wife 15 to be addressed as “‘noble lady” (arye)* or by

refersing to her fatkier’s’ or son's* name.
Women addressing their equals

27. Women friends among their equals are w0 be
accosted by one another with the word ~hallo” (bald).!

Addressing a bandmard
By a supermor woman a handmaid (presya) 1s to be
accosted with the word “hey child” (ham 1) *

Addressing a conrtezan

28. A courtezan 15 to be addressed by her attendants
as Apjubi' and when she 15 an old woman she is to be
addressed by other characters 1 a play as Avd.*

dddressing wife m love-maksng

29 In love-making the wife may be accosted as “*my
dear™ (priye) by all except the king Buc priests’ and

wtipkd o Malavi (1) ond the female sseenitan Vikram (V) could have been
addsesses as drye instead of as bbagavats  In Madhyama  Ghatokaca addresses
the wife of the Brahmn as bbavats.

* Ex. Siitradbira addressing his wife (Mrech 1 Malati 1}

*e g Matharaputn (Mithara's daughter (Ag) No example seems to occur
10 any extant drama,

1 ¢ g. Somaarma-panani (Somafarman’s mother) Ag No example scems to
occur in any extant drama,

27 ! For ex, see Sak  Vikram, ete.

* Ex, Sui addressing bher waid (Pratima 1 4 21), Irdsati addeessing Nipu-
pikd (Malavi 1L 24 1)

28 VEx the heterac (gamik3) addressed by her maid (Ciru, 1T 0. 6),
The word eywka (*7ryakz, OIA) “madam” afterwards came t0 mean *heterac®
as in the titk of the Prahasana Bhagavadsjjukiyam by Baudhayana Kavi

2 No example of this secms to be available in any extant drama. Bur the
word occurs in the form of atesd in Mrech, (V. 30).

29 ¥ $akuntald is addressed as priye by Dusyanta (S2k. VIL zo. 6), but
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merchants’ wives are always to be addressed o
@rye)”
Giing names to different characters v
30. The playwnghts should always avuir 1 uncant
names [to characters] which are not well hncw v and which
have been created [by them].s
Name of Brabmins and Ksatriyts
32.  Of these, Brohmns and Ksatnyas n a play should,
be given, according to their clan or profession, names ending
tn farman or varman.t
Naming merchants and warniors
2. The names of merchantst should end i datte?
To wartiors shonld be given names indicating much
valour.?
Naming bing's wives, and courtezans
33- The hing’s wives should be given names [which
are connected) with che idea of victery {wsijsya).*
Names of courtezans should end in dattd,” mutrd® and

-1
Jend.

the ceaasioa 1s stmetly not oue of love-making (imgdra)  Udayana while
Lumenng for Visavadatid says HI priye, #3 priya dusye erc. (Svapna. L 12. 53)

2 No example seemy to e avalable in aby extant drama.

30 * No cxample of such names seems to oceur in any extnt drama.

31 * No example of sech nymes seems to occur in any extant drams,

32 *Ex. Ciredarra the hero of Bhisa's pliy of the same namme,

2 B. reads after this oo addidonal bhemistich which 12 translation & a3
follows: *The nime of Kipilikss should end in ghamer’ The interpolator had
evidently Bhavabha"s Aghoragbanta (Maliti) in mind.

? Ex. Virasepa ia Malavi, (1.8, 1),

33 !No cxample of this seems to eccur in any extant drams

T No cxazaple secms to octur iz any ofd draoa. And the pime Vasave-
dattd for the queen in several dramas scems 1o be a elear vighition of the sule
{See Svapna, Ratm3, etz

3 No example seems to coour iz any old drama,  But Afcka’s davghier was
axmed Saraghamitts,

4 Ex Vasrarsrend in Bhisa®a Cim ard Sednka’s Mrech,
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Naming band-mards and memals

34. Inaply hand mads should be given the names
of various Howers.'

Names of menmals should bear the meaning of auspi-
crousness.”

Narmung sipertor persons

35- Yo superior persons should be ginen names of deep
significance so that therr deeds may be m harmony with such
names.’

Naming other persons

36 The rest of persons’ should be gten names smrable
to their burth and profession.

Names [that are to be gnen] to men and women fin a
play] have been properly descnbed [by me].

373. Names i a play should always be made in s
manner by the playwnghe.

37-35. Alter hnowing exbavstnely everything abour
the rules of language i 2 drama, one should pracuse Recita-
tion whach 1s to have six Alamkiras.

Qualitres of Reastatron

I shall now describe the qualiies of Reciravon.  In e
thete are seven notes, three voice-regsters, four Varnas (l.
manner of uttenng notes), two ways of intonation ($3k),
six. Alamhiras and six limbs (aigs). Ishall now eaplan
their characteristics.

39 ! Nahoka 1o An (1) and Padminili an Svapna (V) seems 10 be rore
exzmples of this,

* Ex Jayasena the servant (bbazs) of the hing (An )

35 * Noexample seems to ocour in any exzant play.

36 ! Ex BraFmacinm (Svapna 1), Virz {(Cim.) De:skrliks, and Sedbstzrs
(Pranmi IV.} ete.
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The seven npotes are:j  Sadja, Rsabhi
Madhyama, Paficama, Dhaivata and Nisida
be uvsed in diffetent Sentiments.

Seven notes to sist different Sentirre +

"38-40. Inthe Comicand the Erotic Senuments the
notes should bz made Madhyama and Paficama  Simularly 1n
the Herotc, the Furions and the Matvellous Sentiments they
should be made Sadja, and Rsabha, In the Pathetic Senti-
ment the notes should be Gindhira and Nigida, and in the
Odious and the Teruble Sentiments they should be Dhaivata,

Uses of the three voice-registers

There arc three voice-tegisters?] the chest {wras) the throac
and the head.

40-41. In the human body as well as in the Vinz notes
and their pitches proceed from the three registersy the chest,
the throat and the head.

41-42. In calling one who {s at a distance, notes pro-
ceeding from the head register should be used; but, for calling
one who is not ata great distance, notes from the throat
register is to be used, while for a person who is by one’s side,
notes from the chest [will be proper].

42-43. At the time of Recitation, a sentence begun with
notes from the chest should be raised to notes of the head
register, and at its close it should be brought down to notes
of the throar.

Uses of the four accents

43. In Recitation the four accents will belg acute (wdittd),
grave (anndatts), circumflex (svarita) and quivering (kampita).

Recitation in circumflex and acute accents is suitable to
the Comic and the Erotic Sentiments, acute and quiveriog
accent is suitable to the Heroic, the Furious and the

44
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Matvellous Sentiments, while grave, arcumflex and quivering
accents are appropriate to the Patheric, the Odous and the
Ternble Sentiments.,

Two ways of mionation

There are two ways of intonation, e.g. one entailing
expectation (sakanksa) and another entaling no expecration
(mrakanksa). These rclate to the scatence uttered.

44. A sentence which has not completely expressed 1ts
[intended] meaning, 1s smd to be entailing an expectation,
and a sentence which has completely expressed such a sensc,
1s said to be entarling no expectation,

Now, entailing an expectation relates to [the utterance
of a sentence] of which the meaning has not been completely
exptessed and which has notes from the throat and the chest,
and begins with a high puch and ends in a low pitch
(mandra) and has not completed ats Varna or Alamkira,

And, entailing no expectation relates to [the vtterance of
a sentence] the meaning of which has not been completely
expressed and which has notes from the head, and begins
with a low pitch (mandra) and ends with a high prech (tdra)
and has completed 1ts Varna and Alamkira.

The six Alamkaras

45. The six Alamharas of the [note in] Recitation are
that it may be high (#cca), excited (dipts), grave (mandra),
low (nica), fast (drata), and slow (vilambita), Now fisten
about their characteristics.

Uses of the six Alamkaras

The high note proceeds from the head register and is of
high pitch (#ara); it 15 1o be used in speaking to anjone at a
distance, in rejoinder, confusion, in calling anyone from a
distance, in terrifying anyune, in affliction and the like.
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The excited note proceeds from the head reg 1o and 1s
of extra high picch (#aratard), 1w1s to be used ui reproach
quarred, discussion, ihdxgnation. abusive speech, defiance,
anger, valour, pride, sharp and harsh wotds, rebuke lamenta-
tion and the like.:

The grave note proceed from the chest register and 1s to
be used 1n despondency, weakness, anxiety, 1mpatience, low-
spitttedness, sickness, deep wound from weapons, famnting,
intoxication, communicating secret words and the like,

The low note proceeds fram the chest register, but hasa
very low pitch (mandra-tars) sounds 1t s to be used in
natural speaking, sickness, weanness due to austenties and
walking a distance, panic, falling down, fainting and the lLike.

The fast note proceeds from the throat register, and 1s
swilt; 1t is 1o be used in women’s soothing children (lallana)
refusal of lover's overture (manmana),’ sexuval passion, fear,
cold, fever, panic, agutation, distressed and  secret acts, pain
and the like.

The slow note proceeds from the throat register and 15 of
stightly low pitch; it 1s to be used in love, deliberation,
o.llscrimmatwn, anger, envy, saying something  which
cannot be expressed adequatcly, bashfulness, anxiety, threaten-
g, surprise, censuring, prolonged sickness, squeezing and
the like.  [On this subject] thete ate the following rradi-
tional couplets:)

46-48.  To suit various Seatiments the intonation (kaks)
should always be made high, excited and fast in a rejoinder,
confusion, harsh reproach, representing sharpness and rough-
ness, agitation, weeping, challenging one who is not present

45 ! On the meanwg of Lills (lallana) and manmana there 1s no unanimity
We kollow Ag.'s upddbyaya. ;
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(. away from the view) threatening and termifying [2nyone],
calling one who is at a distance, and rebuking [anyonc].

49-50. Intonation should be made grave and low (nica)
in sickness, fever, grief, hunger, thirst, observation of a2 lesser
vow (myama), deliberation, deep wound from a weapon,
communicating  confidenual words, anxiety and stare of
austerities.

51. Intomaton should be made grave and fast in
women’s soothing cluldren (lallz), tefusal to love’s overture
(manmana), panic and attack of cold.

52-55. The intonation should be made slow, excited
acd of low pitch in following an object lost after being seen,
hearing anything untoward about a desited object or a person,
communicating semething desired, mental deliberation, lunacy,
envy, censute, saying something which cannot be adequately
expressed [by words], telhng storres, rejoinder, confusicn, an
action tnvolving excess, wounded and diseased limb, misery,
grief, surprise, jealous anger, joy and lamentation.

56. Grave and slow intonations have been prescribed
for watds contatniag pleasant sense and bringiag i happiness.

57. Eaited and high intonations have been prescnibed
for words which express sharpness and roughness.  Thus the
Recitation should be made to have different intonations
by the producers.’

Intonation in different Sentiments

58-59. Slow iotonation is desired in the Comic, the

. Frotic, and the Pathetic Sentiments. In the Heroic, the

Furious and the Marvellous Sentimets the excited intonation

is praised. Fast and low intonations have been prescribed in

the Terrible and the Odious Sentiments. Thus the intonation

should be made to follow the Psychological States (bbava)
and the Sentiments.
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fo. Six limbs of ennncation

Now there are six imbs [of enunaation], su. 0 a.
tion (viccheda), Presehtation (arpana), Closore (v¢ -+ C nuw
nuity (ansbandba), Brilliance (dipand) and Caloui : (zrafa-
mana) Qfthese, Sepatat on (viecheda) is due to pause (virama).
Presentation (arpaga) meins reciung something by flling up
the auditorium with graceful modulation of voice.  Closure
(vssargs) means the finishing of a sentence.  Continuity
(anwbandba) means the absence ol separation betwveen words
[n a sense group] or not taking breath while utteting them.
Bulliance (dipana) means the pradually augmented notes
which proceed from the three voice-registers (sthana), and
Calming (prafamans) means ‘loweting the notes of high pitch
without making them discordant.

Now about their uses in connexion with different Senti-
mets. In the Comic and the Erotic Sentiments the enuncia-
tion should include Presentation, Separation, Bnlliance and
Calming. In the Pathetic Sentiment it should include
Brilliance and Calming. In the Heroic the Futious and the
Marvellous  Sentiments it should abound in Separation,
Calming, Brilliance and Continuity. In the Odious and the
Terrible Seatiments it should include Closure and Separation.

All these are to be applied through notes of high, low
and medium pitch procecling [from the three voice-registers]
In addressing one at distance, the notes should be made of
high pitch from the head; the person addressed being not at
a great distance the notes should be made of medium pitch
from the chroat, and to spcak to one at one’s side notes
should be made of low pitch from the chest.  Bur one should
not proceed to the high pitch from the low one, and from
the Jow pitch to the high onc.  The threc kinds of tempo
of these notes are to be utilised in different Sentiments.  In
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the Comic and Erotic Sentiments the tempo should be medium,
in the Pathetic it should be slow, and in the Hetolc, the
Furious, the Marvellous, the Odious and Terrible Sentiments
it should be quick. .

Pavse defined

Now, Pause (virima) in connexion with enunciation is
due to the completion of sense, and is to depend on the situa-
tion {lic. practical), 2and not on metre. Why? Because it is
found im practice that there occurs pause even aftet one, two
three ot four syllables, e.g.

6o. kim, gaccha, m3 vifa, sudurjana, viritd'si §

Laryam tvayd na mama, sarva-janépabhukea ||
Tr. What [is the matter]? Be off Don't enter. You are barred out,
O very wicked map, the enjoyed-by-all, I bave nothing to do with you’.

Use of Panse

. Thus in aplay (ir poerical compoasition) occur words
containing small number of syllables in cases of Sticd® and
Anlura® [which are connected with Pausc].

Hence, care should be taken about Pause. Why? Becausc
[an observation of] Pause clears the ineaning. Thereisa
couplet fon this subject].

61. In the [Verbal] Represenraion the producers should
always take care about Pause; for, on it depends the meaning
[of words utteted]. "

Hands in connexton with Alamkiras and Pause

62. Keeping theeyes fized in the direction in which the
two hands move one shou'd make the Verbal Representation
by observing proper Pauses for indicating the [intended]
meaning.

60 * These are the words of a vipralaldd3 Hercine,

* See XXIV. 43. # See XXIV, 44
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+63-64. In the Herotc and the Furious [Se - .
hands are mostly occupied with the weapons, n ¢ .+ .1 s
they are beat ducto contempe, in the Comic they oo« pune
to [something], in the Pathetic they ate to hang down and
in the Marvellous they are to rematn motiouless due to
surprise.

65. On similar other occasions tos, the meaning should
be male clear by means of Alamkiras and Pauses.

66-67. Pauses which are prescribed in 2 verse require
Alamkiras, Pause should be obsctved alter a word, when
the meaning or the breath (prana) requires 1e.  And when
words and syllables are combmed 1nto a [big] compound or
[the utterance is] quick, or confusion abour different nican-
ings is liable to anse, Pause should be observed at the end of
a foot or as required by the breach. In the remaining cases
Pause should depend on the meaning.

Here one should know about the four kinds of syllables
Lnown as Drawn-ouc Syllables (krsyiksaras) which conform
to the proper Sentiments and Psychological States.

Drawn-out syllables and their use

68-69. The consonant ending in a long vowel like o,
¢, ¢i, or an is known as 3 Drawn-ouc Syllable. ln sadness,
argumentation, questioning, or indignation, such a syllable
should be pronounced by observing proper Kalas of tune.

70. As for the rest of the syllables they may be pro-
nounced with Pause requited by their mezning, and such a
pause may be of one, two, shree, four, five or six Kalis
durauon,

71. The Pause being of greater duration, the syliable
pronounced will always be [rendered] long.  But its duration
should not be more than six Kalis.
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72. Or 1aking account of the practice as required by
some cause, or of the parnicular incident, ope should observe
Pause in a verse to suit the Psychological State or the Senti-
ment [involved].

73. In verse, Pauses arsing from the foor-division
fonly] ate recognized, but the pesition of these may be varied
on the stage by experts to suit the meaning Jof a passage].

74- But [while observing Pause 25 directed above] one
should not create ungrammatical words (apafabds) eor spoil
the metre, and one should not pause too long except in places
of caesura, and in [uttering words expressing] sorrow one
should not make the Intonauon excited [dipta].

75- One should recite a dramatic composition which
ts free from lirerary defects, possesses the best charactensucs,
and has [hterary] qualnies; in such 2 Recitation, one should
observe proper rules relating to the wtterance of notes and
their Alam\iras.

76.  Alamkiras and Pauses that have been prescribed
in case of Sanshtitic Recitairon should all be obsetved in un-
Sansknuc (Prakruc) Recitation as well.

77- Thus in the representation of the ten hinds of
dramatic work, producers should prepare the Recitation
subject to an observance ol proper note, Kala, ume (tzls) and
tempo (laya).

78 Rules of Intonation have been prescribed  [by me]
in proper sequence. I shall describe hereafter the ten kinds of
dramatic work.

Here ends Chapter XIX of Bharata's Nagyafastra, which
treats of Intonation in connection with the Verbal Repre-
sentation.
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TEN KINDS OF PLAY

1. Ishall now describe the dwvision of plays mnto ren
classes® with cheir names, functions and modes of production.

2-3. For defining them the plays are to be known as
Nataka,' Prakarana, Anka® (Utsrsuihanka), Vyiyoga, Bhina,
Samavalara, Vithi, Prahasana, Dima, and Thamrga which 1s
the teath [in order] [ shall describe thetr characterestics
in detail.

4. Styles (urtes)' are traduronally hnown as the consti-
went elements of all dramatic wotks (Lt poems) With
tespect to their production, the ten hinds of play ate consi-
dered to have proceeded from thesc.

5. Just as the [musical] notes (svars) constitute scales
(grama)* due to the Srueis™ together wich ther Jitis®, so the
[Varieties] of plays (hit. poetical works) come into existence
due to Variertes of Styles.

6. Just as the Sadjz’ and cthe Madhyama® scales include
all the notes, so these two [kinds of] dramatic composition
(Nataka and Prakarana) are made up of all the Styles.

7. The Nataka and the Prakarana are to be known as

3 Extly writers on the subject like Kehala mentioned additdonal types of
play such as, Sapmaka, Totaka and Risska (Ag,) Bhojs ignores Totaka and
reeognizes only twelve kinds of play wcluding the Niokd mentioned in the
NS, Sce V. Raghavan, Sc, Pr, p.27

2.3, 1 This word 15 often Iooscly used s a synonym of riipa or ripaka.

% To disunguish it from ks (am Act) it is also called Ursestikinka,

4 1Sec XXIL

5 1See XXVIN. 366. 2 ¢bid. 3 sbsd,

6 1 Sec XXVIIIL 228, z sbid,

45
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made vp of all the Styles, and they include varieties of
situation.

8-g. The Bhipa, the Samavalira, the Vithi, the
Thimrpz, the Utsrsukitka (Anka), the Vyayoga, the Dima,
and the Prahasana should mor include the Graceful Style.
I shall descube hereafter the different methods of constructing
plays.

The Narabs

10-11.  [The play] which has for ats subject-martter a
well-known story,” for 1ts Hero a celebrated person of exalted
nature® and which describes the cheracter of a person born
i the line of royal secrs,” divine protection [for him], his
many supethuman powers," and esplors such as, success
[in different undertahings]., and amotous pastimes, and which
has smtable number of Acts (enkz)* 2nd Introductory Seenes
(précefakz)® 1s called a Nataka

12.  Behaviour of kings duc 1o their joys and sorrows,
when revealed by means of acts expressing 1n varied ways
the Psychological States carrying many Seutiments, is styled
a Nitala.

The Act
13. An expert should properly make an Asnka con-
taining changed conditions [of the Hero] and restricting it
to the mere transmission of the Vrtal Drop (bindx).

10-11 ! It must occur 1o some from in the Parina, Ifghzsa (Rim, 2nd
Mbh) or 2ny such celebrated worl. {e.g. Brhathatha),

* Rama, Krsna and Udzyana are ex. of such persons.  This 2nd the other
conditions mentioned in the above oote exclude kiving persons 2s 2 Hero of the
Nimha. CENL. p 27

2 Janaha 2nd ViivEmirra 2re ex. of such persons.

2 Divine persons may be mentioned in a Nitska only zs Herces of za
episode (pe1akz) or nysom:zl Incident (prakeri). See Ag, and ND, (loc, &t),

% For the description of 21 Act (¢3k4) see below 13-15, 20d 23,

¢ For the Introductory Scene s=¢ below 1g-21 2nd 257-35
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14. The Afkais the customary word
of presentation of the Psychological States a--
it cvses the purposes of the play to deve. . c
adhetes to some technical rules [for this purp. - sued
an Anka® (Act).

15. An Act should be brought to a <l>s oy (lir. 1n)
a division of the play, and no final disposal of the Seed (bija)
should be made init. And the Vital Drop (bindu) of
(lir. arising from) the play should agan and again be
made to cccur in the plot (vasts).

16. That [part of the play] where a [particular]
incident, 1s fully expressed, but where the Seed is not figally
disposed of, s always to be known as an Act which shghely
clings to the Vital Drop (binds).

17. An Act which relates to the direct cxpfoits of the
persons mentioned before (1.e. the Heroes) and  their various
conditions, should not be made too long.

18. It should also be known that an Act is to contain
more Sentiments than one, arising from [words and deeds
of] of the Hero, his queen," and their superiots,”  priest,
minister and leader of the caravan (sarthaciba).®

1g. Pacification of anger, grief, pronouncing a curse,
terrified flight, marriage ceremony, commencement of any

135 YThisisa folh-ctymology 2nd does pot help as at allto woderstand
the real meaning of the word,

15 3From a repetition of the Vil Drop the play scemns to attam
compactness,

16 ' The crmendation of the text was necessary from the special meaning
of the wor bups  of. sarvesim ankinim yo'ribo binalsksanab (Ag).

18 ! Queens indude hus chicf queen {mabideod) as well as other consorts
{Ag).

3 Superiors include the parents 2nd teachers (Ag).

* Ag. imterprers sirsbavibs as sendpats (keader of the army).  This is
teadeissihle,
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miracle and 1ts actual occurrence, should nat be made visible
in an Act. 3

2o. A bautle, loss of a kingdom, death, and siege of 2
city mot being presentable 1 an Aat’ should be referred to
by means of Intreductory Scenes

21. In an Acter m an Introductory Secene of the
Nitakz or the Prakarana, there should be no hilling of a
petson who 1s known as the Hero.?

22, His flight, or capture or treaty [with the enemy]
should be brought about, and these should be ndicated tn
the Introductory Scenes by referring to relevant actions.

23.  An Act should cover events that can tahe place
i coutse of a single day  And it should relate to the Seed
of the play and should procced without a clash with the
routtne duttes.

24. A wise play-wnght shoald not put in {too] many
events un a sngle Act.’ Events in at should be dopicted
without a hundrance to routine duties *

25. Persons appeanng on the stage dunng an Act

15 *B.and C read before this an addinonal coaplet which 1a trans, is *““The
pumber of Acts 10 the Nataka and the Pralarana should not be less than five
and more than ten ™ But in view of couplets 25 and 57 this seerss to be super-
fluons, For a suppott of the emendation sce Rucipati’s commenty on AR, (p.53)
where we have mf:m-:i ooyt 9 Fifr € sec below pote 2 on zo,

20, *Cf Se:‘SEgaranmdm's view on the point (NL. p. 13).

20 ' A misunderstanding of ¢hus mule as 2dopred by SD. (274) gave rise
ta the belief of modern scholats that the zndient Indian playmnghes did not
permut death-scenes mon the stage  See Keith, Ske. Drama, pp 293, 354
Haas, DR, p. g3

23 1S3garanandin quotes other views on the duratien of events presented
10 2o Act, See NL p. 13,

24 1Some mss read the text here ekinkena instead of ekzake ma. The
Controt crsy ever the readsng 1s much older than the time of Ag (See Ag),
2 Routine duttes 1aclude prayers as well as taking meals
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{lic. chere) would go out after performing chi _ .
with the Seed and the purpase of the play -
to relevant Seatiments.

26. Koowing the length of 2 day whe. wided
into Ksanas, Yamasand Muhfreas, one sheuiz diseribure
exhapstively the entire action in different Acrs

Introductory Scene

27. When events that are to be fimshed 1n course of
aday camnot be accommodated in an Act, these should be
presented in an Introducrory Scene after closing the  [same]
Act.

28. By closing the Act [in which they begin® events
requiring 2 month, ora year but never more than that’
for their happening, are also be presented similarly.

2g9. When in an Act any person stares on business og a
long journey, ir should be brought to a closs [ac that point]
a3 prescibed before.

30,  With an Ace of the Niwkz and the Prakarana the
Hero should be closely associated. And an Intreductory
Sceng should be made up of 2 comversation of atrendants.

3r. In plays so for as they relate to the Nataka and the
Pralarana, an Inuwoduccory Scene coming berneen mo Acts
will refer brietly to the [next] Segments.

32. It (the Inweductory Scens) should not consist of
exploits of the superiar and che middlng characters, and there
should be 1o exalted speech in it And 1 pracice it shonld
adopt speeches and manners of the common people.

33- An Intoductory Seene may  have many purpases.”

18 1The peming of thisrule setess 13 be that iCterval heeween wo
Acxs should include events requiricg 2 moath et 2 yer aaly.

33 1B. reads the finst hermisach with the change acorpred by Ag Jke
passage ia B. i trans, will be a5 follows ; An Iotreductery Scroe gzay have many
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[For example], 1t may explain the advent® of time, change
of purpose, or the inverston of movement, or making 2 begin-
ning [of some event].

34. Events which depend on many [persons] are to be
compressed 1n Segments by means of Introductory Scenes.
For aplay contaimng [too] many prose passages' will be
uresome [to the spectators) ar [the nme of] the producton
{of a play]

35. When a parncular 1em cannot be completely
presented m an Act, lest 1t should be too large for [successful]
production, tts account should be compressed 10 2 few words
and pur 1n an Introductory Scene.

The Supportig Scene

36. In the Nitaka the Supporting Scene  (viskambhaka)
should always be made up with the middling characters’ and
it should be concise, and adopt Sanskrite speech.”

37- ltshould beof ewo Linds., pure ($wddha) and
mixed (semkirpa), OI these, the pure 1s made vp wich the
middling characters {only]', and the mixed with the ferior
and the middling characrers.?

38. Ip the Naraka and the Praharana Supporting Scene
between two Acts or at the beginning of an Act. should
always include the middling aund che inferior characters

Namber of dramatsc personae

39 The Nitaka and the Prakarana should not be made

to contain a great number of attendants [to the l-.lero]. The

purposes. For example, it may indicate the advent or passage of time, or
present some explanation or other aspects of planning the action (kZrys)

34 (Ca35; BXVIIL36) T See NL. 351-352.

36 (C.37; BXVIIL54), * This is meant that superior characters are not
appear 1n 3 Suppotting Scene.  ? See below 37 note 1.

37 ! Ex. Prawjfa IL $ak, 111,

* Ex. Pratima. II, Vikram I,



359 TEN KINDN OF PLAY N

Hero's aitendants (lit. men of work) w1 such plav 11 hoie)
should [ac mose] be four or fve.!
40 Plays of the Vyayoga, the Thamrga, the Simivalaca,

and the Dima classes should be made to have ten or twelve
Aces.!

Introdicing chariots and palaces on the stage

41. A chatiot, an elephant, a horse and a palace sHould
not be presented on the stage. These should be provided [in
a play] by means of appearance and costumes fof men related
to them] and [thenr] Gaits’ and movements (gats-vicira).”

42. But model works of an elephant, a horse, a palace,
ahll or any conveyance as well as [imitatton] weapons out
of cheap marerials ate to be made for a presentation of these
by those who know the rules [for their construction].!

Introducing an army on the stage

43+ 1f duc to any reasen' a detatchment of an army s
to be Introduced on the stage (lit, here), enly four or six
persons ate to make theit appearance.

44 [The show should be made as consisting of a small
number of men, hotses, vehicles and attendants, and at
should move slowly. For in the muliary role (ksatra)'
[actual] rules of polity do not apply.

45. In the composition of a play Action should be

39 ! This ruless possibly meant for avordiog the practical difficuley of

prodacing a drama with too maay characters.
40 'C.only gives it in a mustlated form  lts second hemstxch should

be read as dafabbsb dvidaiabbsr vinkah karyans..e...
43 1 See N$ XXIII 6-9 2 See NS, XIL

42 ! See abave 41 note 2,
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made [hke] the wp of the cow's tail,' and all the exalted
situations 1 a play should be placed at the end.

46-47. At the conclusion of all the plays which contain
various Psychologieal States and  Sentiments, experrs should
always 1ntroduce the Marvellous Sentiment.!  Thus 1 bave
briefly but properly spoken about the charactersstics of the
Nataka. 1 shall hercafter describe the Prakarana by men-
tioning its characteristics.

The Prakarana

48. The play (It. where) 1n which the wrter prakarste
(devises)' by his own intellect an origmnal plot with 1ts Hero,
and works up 1ts elaboration (farira), 1s called the Prakarana.

4g9. When a playwright constructs a play of manellous
qualites with an onginal (lic. invented) Seed, and a Hero not
comng out of Rei’s works to carry on the acrion the same
15 also called the Prakarana.’

50. The plot and its claboration as the basis of the
Senuments,” which have been prescnbed n ease of the
Narzka arc also to be applied to the Prakampa ”  Ohaly its
plot should be nenly created.

51. The vaned exploits® of Brahmins, merchants, minis-
ters, prests, officers [of the king] and leaders of caravan

45 Y The exact sigmficance of this expression as well 23 the impheation of
the entire rle is not quite clear, Ag. however quotes two different views on
the subicd.

46-37 * This is mostly to be done by causing unexpected things to happen.
‘The sudden revelation of Avantila as Vasavadand in Bhasa’s Ssapna. (V1) and
the dramatic re-union of Sakovorali with Duosyantz in $ak. (VII) are cxemples
of this male,

45 ? Rim and Mbh, are examples of such worls

1 Bhsa's Pratijas is an example of this. See its Prolopme.

513 From this “varicd explois™ one is to onderstapd that Prakarzna was
ot concerned exclusiyely with love-themes, Sec Muodri,
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(when presented in a play] are to be |
Prakarana,? ’

52. The Prakarana should be known as .3 up
with an cyalted Hero.  And it docs not contann = 1aracter
of any god, has no story of king's enjoyment |  pieasures),
and it is connected with the men outside [the ruyal palace)

53. The play of the Prakarana type should mclude [in
some cases] slaves, Vita' and head of the bankers’ guld [as
characters and should contain medents ansing ftrom] the
attendance of courtezans as well as exploits of depraved women
of good famuly.”

54. [Inan Act of the Prakarana] where a munister,
head of bankers’ guild, Brahmyn, priest, minuster and teader of
caravans stay in their fammly circle, no courtezan should be
brought in there."

55. [in the Prakarana] when a persort is in the com-
pany of a courtezan, there should not be [at the same time]
his mecting with any respectable woman (ht. woman of good
fami!y), and whie he is with a woman of high family no
coustezan should mect bhim then.

56. If out of necessity (lit. reason) there occurs a
meeting' of courtezans and respectable ladies 1 fany scene of]
2 Prakarana, their language and manners should be kept
undistorted.

2 The types of characters mentioned in the relz are mostly abseot wn the
scanty number of extant plays of this typs  The Prauiid, is an evample of 2
Prak. having a minster as its Hero,

53 1For Vi sec the Introduction.

* Extant plays do not coptain such characters,

54 15cc 56 below.

56 1The natore of 1he necessity, and the language which th
the N5_ had in view in Eormolading this rule, bas robably,

Pl
nd) Cﬁ?‘fn’!
the following coupler:  frmriereia RETIAITE ) /f@d‘t‘% s

grrd TaAifasr, SecBh pp. 24z alo Ag. T gwE
46
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57. In the Nitaka and the Prakarana the playwrighes
should have the number of Acts as not less than five and more
than ten’; and this should be furnished with the vatious
Scntiments and the Psychological States.*

58. After considering the need and  action of the plot
one should place between two  Acts the Introductory Scenes
which are to compress the cvents in the Segments (sandbs)".

The Nagka

59. Inaplay of the Natha (Naa) class, producers are
to recogmise @ more or less well-known variety of these two
{the Nitaka and the Prakarana).*

60, Different n ongin from the two {types of plays]
the Nirska and the Prakarana, its plat should be invented,
the Hero should be 2 Ling, and it should be based on [an
incident relatng to] music or affairs of the harem.!

61.  And 1t contans an abundance of female characrers,
has four Acts, graceful gestores as its soul; well-arranged
constituents, many dances, songs and recications, and love's
enjoyment are ts chief features.

62. The Niuka should be known also to contaii [2
display of} royal manners,* [a fit of] anger® and its pacification,

53 1 Cf, DR, L118B (cd. Haas, pp 34-35) and SD. 302, The Introductory
Scene cannot be placed ar the beginning of 2 play and 1t must be 1o Pke.

59 15See Avaloha on DR (ed Nirnayasagar) 1143 Desciptdon of the
Natikd given here (59-63) has been rightly suspected as ap interpolation,
though Keith is for rejecting this suspicion. See Ske. De. p. 330,

6o Keith scems to be in error about the nature of the subject mater)
(plot) of the Natika Sec She. Dr. p. 349, Justificzuon for calling the Pragjiii.
a Niuki may be found in the facts thatits plotis based on musical kessons
given by Udayana to Vasavadared, and it has four Acts. But according to the
Prologuc it is a Prakarzna, Pusalker, Bhdsa, pp. 271-272. also ootz 1 on 59.

61 T But for this feature of having four Acts only, the Milavi. may be
considered 2 Natikd. Sec Keith, Skt. Dr.p, 350. Rami is a well-known
example of the four Act Nagka,
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and to have the Herto,® his queen, the female Al
the artendants [as its dramatss personae]

63. 'The characteristies of the Nitaha 1w cu. ra-
Larana have been briefly described by me. [ shall now speak
about the characteristics of the Samavakara

The Samavakara

64-65. It" should have the [exploits of] gods and Asuras
as s subject matter and one of them as its well-known
and exalted Hero, and it is to consist of three  Acts [presen-
ting] the three kinds of deception, the three kinds of excite-
ment ot the three kinds of love.” [Besides this] 1 should
have as many as welve dramatrs personze and require a
duration (fit. length) of eighteen Nadikds® [for ws perfor-
mance]. [shall now speak about the rule regarding the
number of Nidikis to be alloted to the different Acts

66. A Niadili' should be known as the half of the
Muhiicta® which is a [well-known] measure of time The
Acts in a Samavakira should be measured according to the
direcrions given tn terms of this Nadika,

63 1B C. read one additional couplet (C 64, B.XVHI61) en the basts of
two mss. [t does #iot give any new tnformation.

2 C, Prabarananstabaengipelahsanam nhtam for °nitabalsbsaram  wkeam
cipra, Evidently the 1otespolator who is responsible for the description of the
INati (Nitiki) inserted #dsi in the reading of C See abave 59 note

64-65 1 No old specimen of this type of play 1s available  The Samudra-
manthana by Vatsarzje (12th century) is 2 very late nock, See Keith, Ske Dr
p- 267. Bhasy’s Pafica, 1s nat 2 Samav  CE Mankad, Types of Ske. Dr. p. 58
Pusalker, Bhisa, pp. 202-210

'llttrl-s uoishkic’gr that any one pliy of this type will include all three objects
{deception, exatement and love) 1o therr three varicties.

3 As the topics (and hence 1he Acts) 1o the Samavakira are to be loosely
related (see 6g below), ths himiranon has been pliced on the ume Jest it should
be m2de too long

66 ' nidki=24 muoures, Scc below 67 note

* mabirta=a pertod of 45 minutes, Sec below 66 mote 1. Cucsously crongh
Sindit:u:ya thinks that nZdikd 1s one bourth of a miubirta. See BUP. p 249
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The first act of the Samavakara

67. The first Act [of the Samavahira] should have a
duration of twelve Nadihas' and i 1s to contain laughter,
excieement, deception or 2 Viths?

The second and the thud acts of the Samavakara

68. The second Act also should be similar [escept that]
1t 15 to have a duration of four Nadihis.! And che thud
Act, as enjomed 1n the rule about the length of the plot
will have a duration of two Nadikis® enly.

6g9. 'In composing such 2 play the different Acts
should be made to have different topies.  And  topics in the
Samavakira arc to be looscly related to one another.®

Three Finds of Excitement

70. Exatement (vidrava) 15 known to be of three kinds,
such as being due to bartle, flood (hr water), storm (lie. wind)
and fire, ot to a big elephant’ at large, or the siege of a
crey.

Three kinds of Deception

71.  Deceprion (kapata) 15 huown to be of three kinds,
such as being due o a devised plan,* accrdent or that [practis-
ed] by the enemy. It creates joy or sotrow [to persons].

Tbhree kinds of Love

72 In this connexion  (lit here) three hinds of love to

be presented through dilferent actions arez; that in relation to

67 ¥ 12 nadikas (nidis)=4 hours and 48 minutes

? See 113-129 below.

68 ' 4 nzdik3s (nZ hs)=1 bour 36 munytes

* 2 nadibas== 48 minutes

69  Before this B reads one additional couplet (B 69) which does not
give 2ny amportant information and has the support of two mss, only. InC.
this occurs after C. 68,

* From this 1t appears that Samav, was not a play of the regular type and
belonged to 2 sery early stage of evolunion of Indian drama
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duty (dbarma), that actuated by matenal gai
that actuated by passion (Bama).!

Love together with duzy

73- When in [sticking to] the duty . |much]
desired well-being’ is accomplished in many ways, by regular
austerities it is to be known as love 1 rclation to duty
(dbarma-iriigara).

Love together with materral gasm

74 Love for money according to 1ts meaning 1s of
various kinds, due to a desite for money. In 1t one shows
2 simulated passion in the matter of intescourse with
a womarn,

Love due to passion

75- Love actuated by passion (kama-frmgara) mcludes

the seduction of a maiden and also gentle or excited love-

affair of 2 man with a woman.

Metres not allowed i the Samavakara

76. ’In the Samavakira the playwright should make
proper use of metres other than Usmk and Giyatd erc.,
which are of complex construction.”

77- In this manner an expert should compose a Sama-
vakira which will deal with joys and sorrows.” I shall here-
after speak abour the chamcteristics of the Thimrga.

The Tbimrga

78. It (Thamrga) has as us dramatss personae divine

males who are implicated 1n fights about divine females. It

76 3 The reading accepted by Ag, seemsto be corrupr. For Usoik and
Giyaeri type of metres cannot by any means be considered as being of complex
construction (bandbakspla). Our emendation has inaway the suppore of
Udbhata (the poted commeatator of the N§,) who too thiks that the role
Frescribes complex tactres such as Sezgdhari for the Samav. See Ag.

* Lengthy, s2mi-even and uneven types of metres.
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should be constructed with a well-arranged  plot and should
be convincing.'

79. It 15 to abound vehement (wddbatd) Heroes and
to haie its constructton dependent on feminine anger which
1s to give tise to commotion {semksobha), excitement (vidrava)
and angry conflict {sampheta).

8o. The Thimrga should be a play wich well-ordeted
construction in which the plot of love 1s to be based on
causing discord among females, carrying them off and oppress-
ing [the enemies].

8.  All that are to be made favailable] in the Vyiyoga—
1ts male characters, Styles and Sentiments—should be brought
m the Thimrga also, except that the latter 15 to include (ht.
have conncxion with), the goddesses (it. divine females) only’
as 1ts female characters.”

82. [In the Thamrga] when persons antent on killing'
are on the point of killing, [che lmpendmg] battle should be
avoided on seme pretext.

83. The charactenistics of the Thamrga have been bricfly

mentioned by me. [ shall speak hereafter on the charac-
teristics of the Dima,

The Dima

84. The Dyma should be constructed with a well-known
plot, and 1ts Hero should be well.known and of the exalted

78 No old speamen of this type of dramaes available, Rukminiharam
by Vatsacdja is an artificial production of a very late period (x2th century).
(See Kenh, Skr, Dr.p 206). Two other late speamens of this kuwd are
Krsnamidra’s Viravyjaya and Krsea Asvadhiita’s Sana-vinoda-nirska (See Sten
know, ID, p. 114).

81 * Sec below go-3.
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(wditta) type. It is to conrain the six Sentim. NI
consist of four Acts only',

85-86. It should contain all the Senttments . «.cpt the
Erotic and the Comic, a plot (avyayon) wicth exaung
Sentiments and various Psychologscal States, and 1t s [also]
to include incidents such as an earthquake’, Fall of meteors,
an echipse of the sun or of the moon, hghting i battle® and
personzl combat, and angry confliet.

87-88. The Dima should should abound 1n deceit and
jugglery, and should include encrgetic acuvity of many
persons, and dissention (bbeds) among themselves, and
it is to include sixteen characters which may be gods, Asuras
Riksasas, Bhiitas, Yaksas and Nigas, and [besides this} the
play 1s to be carefully made in the Grand and the Energenic

Styles and is to have many Psychological States to support
3

T

89g. The Dina has been desebed by me in all its
characteristics. 1 shall speak now about the characteristics
of the Yyayoga.

The Vyayoga

go. The Vyiyoga should be constructed by experts
with one well-known Hero as its basis, and it should tnclude
2 small number of female chatacters and [the events related
in 1] will be of one day’s dutation only’.

84 1 No old example of this type of drama is available,

go !Bhisa's Madhyama. is s slrtaty eld speasmen upless Karna, also s
0 be taken as such (sce ID. p. 52).  Prshlidanadeva’s Pictha-parikrama (12th
ceat), Vatsardja's Kadticuniya (12th cent) and Vifvanitha's Saugandhiki-
harana etc. are very lite specimens of this type.  See Keith Skt. Dr.p. 65
Pusalker, Bhisa, p. 203, Dirava, Datagha., Pafica, and Oru eannot be called
Vyiyagas, CE Pusalker, Bhisa, pp. 16, 187, 190, z0g, Mankad, Types of
Ske. Dr. p. 5961,
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9t. Maay males ae to take pace wa the Samavahira,
bue 1t 15 not to have the latrer’s length, for 1t 1s to have only
one Act.

92-93. It should have a royal sage as its Hero and not
a divine personage, and it should include battle, petsonal
combat, challenge and angry conflice.  Thus the Vyayoga
should be made with exciting Sentiments as 1ts basts. 1
shall now speak of the charactenstics of the Utstsubinka
(Anka),

The Utsrstikinka

94- The plot 1 at ts [usually to be] well known, but 1t
may sometimes be otherwise, and 12 15 to be furnished with
male characters other than those who are divine.2

95-96  The Utsrstikinha should abound m the Patheric
Sentiment; w will treat women's lamentatrons and despon-
dent utterances at a ume when battle and violent fighting
has ceased, 1t should include bewildered movements {of
mourners], and 1t must be devoid of the Grand, the Encrgetic

and the Graceful Styles, and s plot should rclate to one’s
fall (iz. end of the rise).*

Scenes with celestial Heroes

97. [Scenes of] all the plays which have celestial Heroes,
and which [rreat] a battle, capture and killing [of encmies],
should be laid in Bhirata-varsa.*

98. Why, of all the varsas (sub-continents) created by
the gods,’ s Bhiarata-varsa chosen [in this connexion]?
Because the entire land here is charming, sweet-smelling and
of golden colour,

94 *Bhisa’s Uru is a solitary example this type of drama  See Pusalker,
Bhisy, pp, 159, 200. Kcith seems to be in error when he says that a play
within 3 play is often called an Afla, See Skt Dr. p, 268,
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99-100. [Bue scenes of theit] garden party (hr _ .

a garden), sports, pastimes, and enjoymng the ¢ |, 1t
females, are always to be laid in these wvarsas, t.r there s
nejther any sorrow nor any grief there.  Their evjoyments
should take place in the mountains which are connected with
those parsas in the Puranic accounts, but their [other] deeds
should begin here (r.e. in Bharata-varsa).
ro1. The characteristies of an Utststikdnka (Adka)
have been exaustively explamed by me. I shall now speak
of the Prahasana with its characteristics.
The Prabasana
102. The Prahasana should be known to be of two
kindszj pure and mixed I shall separately treat their
characteristies.
The pare Prabasana
roj-ro4. The Prahasana s koown as puce (fwddba)
when it contains comic disputattons by Sava gurus (bbagavat)’
ascetics, Bhiksus, Srotriya Brahmuns, and others, and abounds
m jocular remarks by persons of low class; and all this
gives uniformly to the Plot a realustic preture of the language

102 ! $aikhadhars’s Lagiha-mela (rath century), Jyotindvara’s Dhiirea-
samigam3 (sth century) and Jagzdivara's Hisyirnava (date uncertsin), ete
are very late works (See Kerth Skt Dr. pp. 261-262), The Matta-vilasa of
Mabendra-vikraroa-varman (620 A C) aad the Bhagavad-ajjukiya ascribed to
Bsudhiyana Kavi, are farcly old specimens of the Prahasina, See Keth Skt, Dr.
pp- 182, Bhagavad-ayjukiya ed. P. Anujan Achan, Cochin, 1925. i

103104 1The word bbagevar relates primardly toa Sawva sant. Itisia
this sense that the word hasbeen msed in the Prahasana named Bhagavad-
ajjukiya, and this speales for the anedquty of this wotk (See above 102 notcl. A
Saiva saing zppears in the  Matta-vilasa, the Dhiirta-narraka and the Hisya-
cidaazni, The last gwo Prahasanss ate hawever late, Sce Keuth, She, Dr.
pp- 182, 262, 263,

? Prabasanas named 1n hate 1 sbove may be tiken as speamens of the pure
vitiety,

47
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and the conduct of all these n passages describing ther
special Psychological States.”

The mixed Prabasana

105. That Prahasana is called mined' in which courte-
zans, servants, eunuchs, Vitas and Dhirtas and unchaste
women appear with ther immedest appearance, dress and
movements.

106-107. Some popular topic [of scandal] or incident of
hypoecrisy should be intreduced 1 the Prahasana through the
disputations of Dhiirtas’ and Vieas. The Prahasana should
include [2ny of] the types of the Vithi i may properly require.

The Bhina

107-108.  I'shall now speak of the characteristics of the
Bhipa  The Bhina is to be acted by a single character, and
is of rwo' hinds t that [with one’s) recounting  of one’s
own feclings, and that fwith] describing someone else’s acts.”

10g. [The Bhana which 15 to 1nclude] somebody else’s
words addressed to oneself, should be acred by means of replies
in course of conversations with an imaginary person (akaia-
bbassta) along with the [suttable] movements of the limbs.

110 The Bhina should include characters of Dhiittas
and Vitas and treae chewr different conditions, and it is always

ro5 ! Prahasanas hike the Dhirta-samigama and the Hasyirnava may be
taken as spcdmms of the mixed variety. See Kerth, Sk, Dr, pp. 200-262,

106-107 2 For the meaning of Dhiirtd see the Introduction to the text.

? See below 1r2-129

tog-108 1 The four Bhinas (Ubhayibhisirika, Padma-prabhrtala, Dhiirtas
vitz-samvada and Pida-taditzha) published under the title Caturbhim placed by
F. W, Thomss between the 6th and the jth century, are the oldest available
specuneas of this type (F W. Thomas, F,R AS. 1522, pp. z626f. F.W, Thomas,
Centenary Supplement J R A S, 1924 pp. 529-136, S.K. De,1n JRAS. 1926,
pp 63-90, Hist of Skt Lir. pp 241f. The first three Bhinas, however, may
be much earclier.  For later Bhinas see henth, Skt, Dr. pp- 263-264
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to consist of one Act, and should include ma
which are o be acted by a Dhiirta or a Viea

1r1.  All the characteristies of the Bhini ° . ¢ .n
described by me accordiog to the tradivon (3gaa ) [ shall
[now] speak of the characteristics of the Vitht in due order.

The Vithi

r12-113. The Vith; should have one Act and 1s to be
acted by two persons or one.  And jt 1s to nclude characters
of the superior, the middhng or the inferior type, and 1t may
contain [any of] the Sentments, and 1t may be the thirceen
types. I shall now speak of the charactertstics of all these.

Thirteen types of the Vithi

114-115. The thuteen types’ of the Vithi are:, Acc-
deiital Intetpretation (ndgbatyaka), Transference (avalagiia),
Ominous  Significance  (avaspandsta), Incoherent Chatter
(asaz-pralipa), Compliment (prapafica), Emgma (nali=nalika)
Repartee (vakkels), Outvymg (adhrvals), Deception (chala),
Declaration (vyabara), Crushing (mrdava), Three Men’s Talk
(trsgata), and Undue Combination of Words (ganda).

116, [Any of these] thirteen types is always to be
ateached to the Vieln. 1 shall now speak of ther charace
teristics in due order.

decidental Interpretation

117. If, in order to explain them, men connect words of
obscure meaning with words other than [those iatended by
the speaker] it becomes Accidental Interpretation.’

Transference
118. When [0y thmg] occurnng in [sclation to] some-

114115 1 diigain this connexion has been translated as *divaston” (Haas,
DR, p. B1)s But *rype’ scems to be 3 more suitsble word.
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thing, will be made to accomplish something else, it becomes
[an instance of] Transference (avalagrrs).'
Ominous Ssgnsfscance

119. That, one attaches (lit. creates) out of misunders-
tanding an auspicious or inauspicious meaning  fhit. auspicious
or inauspicious rise) to the words (lit. meaning) mentioned,
ts [an instance of] Ominous Sigmficance (avaspandsta).’

Incoberent Chatter

120, When an srelevanr question (lie. sentence) is
followed by [an equally] irrelevant answer, it ts [an mstance
of] Incoberent Chatter (asat pralaps) !

121. When toa foolish person a lcarned man speaks
the nghe words, but his words are not listened to, 1t 1s [an
instance of] Incoherent Chatter,’

Compliment

122. When comtc and untrue words purpoteing to be
mutual pratse of two persons, are uttered in the 1nterest of
one [of them] 1t 1s [an instance of] Compliment (prapaiica)*

Emgma and Repartee

123. An emgmatical remark that gives nise to laughter

117 Haas translates the word as *‘Abrupt Dualogue® (DR. p. 84). Fer
an example sce SD, 228, ¢f, Ag. DR (11, 13-54) scems to define it differently,

118 ! Haas translates it as “Continnance” (See p 85). For 2n ex, See SD,
z92; Ag Cf, DRIIL, 14b-152.

319 *The spelling avasyendita though accepred by SD. and DR, secems
to be wrong (Sce Ap). Haas translates the word as “Re-interpretation” (pp.
83, 87) probably under the mfuence of the SD. (328). DR, (ML 192) bas 2
different deflnitton  For an example see Ag.

120 ' We accept the reading of mss, d¢ and d2in B, (under 119) which
has the support of DR, III, 20 and 5D. 530, Ag differs and accepts the reading
of 121 below See Haas, p. 87,

121 *Sce 120 note and Ag,

132 ' See Haas, p. 85; SD, 522. DR Ik 135b,
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(. followed by laughter) 15 called an Epinn )
Repartee (vakkeli) arises from a single or twolold r |
Outvysng
124. When somebody else’s words and those of one’s
ownself, 10 course of a dialogue, lead to their mutual modi-
fication, it is [an instance of] Outvying (edbiwala) *
Deception
125, When after alluring one by repltes, somcthing
opposite 15 done through those very replies being considered
meaningless, it is fan instance of] Deceptlon (chala)*
Declaration
126. If anything [lible to occur] 15 descnibed vividly
in the presence of the Hero and s similarly made to happen
[there] without any fear, 1r:s [an mstance of] Declaration
(vyabara).*
Crashing
127, That due to an altercation one tepresents [another’s)
werits as demerits by [showing] cause [for it] and vice versa,
is called Crushing (mrdava).'
Three Men's Talk
128.  When exalted words with the Comic Sentiment
are shared by three [characters] it should be known as Three
Men's Talk (trigata).*
123 * See Haas, pp. 87; SD 529
*Sce Haas, p 86, 5D, 525,
124 * See Hass, p. 86; SD, 526,
1235 * See DR, 173; Haas, p. 96; SD. gives two def. of this including the
present one; see 524-525.
126 1B.s reading scems to agree with the def, gisen 1 DR 111 20b and
SD, 531, Huas translates the term as “Humourous Speech ® See p. 88,

127 VDRI z1a, SD. 532. Haas translaces the term as Mibdness’, see
p. 83, ]
228 1DRIIL, 16 :nd SD. 523 definc this diffcrently and they agree ‘wuh
the teading of B, Our reading is supported by the ps ms, 1a B Haas transiates
the trm a5 *Triple Explanadon.” Sec p. 84,
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Undne Combination of Waords
129, Undue Combination of Words (ganda) according

to the wise, occurs due to excitement, confusion, quarrel,
reviling and many people’s abusive words.!

130-131. If 1n a play any of these thirteen types® with
clear meanings, occur and they possess all the characters,
Sentments and Psychological States prescribed for chem by
the Sdstra, 1t 15 called the Vichi. It may be acted by one or
two persons.”

The Lasya

132 [Similar] other limbs are attached to the Nitaka
m connexion with the performance of the Lasya,' and they
owe their origin to this (1 e. Nitaka), and are o be acted
like the Bhana by a single person,

133. The Lasya has a form stmilar that of the Bhana,
and 1t 15 to be acted by one person.' Its action is to be
imaginery like that of the Prakarana and should relate to
many Psychological States.

Twelve types of the Lasys

134-135. The [twelve] types of the Lisya arex  Geya-

pada, Sthitapithya, Asina (pathya), Puspagandika, Pracchedaka,

3 DR, Il 18b and SD, 527 scem to def, 1t differcntly.  Haas translates the
term as *Abrupt Rematk® see p. 857

130-131 *Ag reads Lasyangaswn the pext chapter (his XIX), It is
possible that these  were introduced later in the NS. For the ms, bbs of B.
and some eommentators using it ignore them altogether. S$iraddtanaya and
others reads lasydfigas differently.  See Kavi's Intr, to B. pp, XI-XIL foot note.

132 Lasydngam 15 an one act play which requires I2sy4 or a gentle form of
dance for its representation; for this term may  be interpreted as lisyam amgam
yasyab taz (that which  which has lisya as its principal element). The ten
Hsyingas secm to be only so many varleties of the Lasya These arc not its
‘elements’ as some scholars are apt to consider.

133 ? See zbove 132 note, 13:".1 used in this passage means merely
lisyinga
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Trumiidha, Saindhava, Dvimiidhaka, Uttamottam c
pada, Ukca-pracyukta and Bhavita (Bhava)'
Geyapada

136. When [the Heromne] being seated  surrounded
with stringed insttuments and drums, songs are sung by
her diyly 1. ¢ withour any accompaniment of these, 1t s
called the Geyapada (stmple song).

137. 1f a woman tn asitung' posture sings a song m the
prasse of het beloved, and delineates the same with 2 dance
including gestures of her different Limbs, 1t 15 called the
Geyapada.

Sthitapathya

138. Ifa separated woman burning with the fire of
love, recites anything in Prakeic while resting on her scat,!
it 15 [2n instance of] the Sthta-pathya.

Asina (pathya)

139. When one sits’ withour making any tolet and 1s
overcome with anxtety and sorrow, and looks with oblique
glances it 1s [an tnstance of] the Asina (pathya).

Puspagandika

140. When a woman in the guse of a man recites

134-135 ' SD (504) gaves only ten and BhP. (p 245-246) eleven fasy-
angas, but DR, (L1, 52 53) gives their number as ten, but docs not define them,

136 1Sce SD. so5  The sitting posture included 1 thas and some of the
other vastenies of the lisya nezd not appear to be puzzhng For the Gentle
Diace 1n this connexon did not mply the movement of the entire body See
Gilbert Murray, Funprdes and His Age, London, 1946, p. 750.

137 ¥ Sec above 136 note 1,

138 75D 50g; alsoncte 1 aboveof £36 CELK. XVIIL 173 BhP. p
245, 1, 17-18

45‘39 7’ SD go7. see above 136 note 3. The Gentle Dance (Hsys) n thu

connexion will conswst of slowly moving glances only CE BRP, p 245.1 19-20.
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something sweetly in Sanskewc for the pleasure of her female
friends, 1t is [an instance of] the Puspagandika.'
Pracchedaka
143, When a [separated] woman pained by the moon-
light prepares to go to her beloved, even if he has done her
wrong, it is {an instance of] the Pracchedaka.’
Trimiidbaka
142. A play adotned with even metres and abounding
i manly feelings and composed of words which are neither
hatsh nor large, 1s called the Trimiidhaka.®
Sandbavaka
143. When [one represents] a lover who has failed to
keep hus tryst and is usng Praknt [to cxpress his gref]
through well-performed Karanas, st 15 [an instance of] the
Saindhavaka.'
Duvemiidbaka
144. Delmeating a song of the Caturasta type which
has an auspicious meaning  and which treats (Jit. bas) clear
Psychological Stares and Sentuments, with the pretension of
effores, 15 called the Dvimidhaka
Utiamottamaka
145. The Uttamotramaka is composed 1n vatious kinds
of Slokas; st includes varions Sentimentrs and is adorned with
the condition of Passion (bela).

140 ' CE SD. 507 see above 136 pote 1. CEK, XVIIL 175, Bil.p
245, X, 21022,

141 * The def. given i SD, (507} is different DR, and 8D, read the term
as Trgiidhaka CE BhP. p. 248, 1, 1-2,

142 ' See BhP. p. 246, 13-4

143 3 CI, SD, go8 Cf. K. XVHI 178, BhP. p, 246, 1. 5-6.

144 *Cf SD. (50g) which reads che term as Dvigndha. CE K. XVill
179, BbP, p. 246, 1. 7-8,

r45 1Cf 5D, (509) CE BhP, p. 246, 1. g-10,
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Viestrapada
146. If any woman burning with the firc
her mind by secing the portrait [of her lover
stance of] the Vicirapada *

Ukta-pratyntea
147. The Ubrapragubta is a duete (fie 2 dulozue)
expressing anger or pleasure, and it fsomeumes] contatns
words of censure. It should contan anteresuing things
i a song.'

Bhauita

148. If a woman who 1s butniag with the fice of love
after seeing Her beloved in a dream, expresses [her] different
Psychological States, it is [2n wnstance of] che Bhavita.!

149. These are the charzcterisics of the [different]
types of Lisya that I had to tell jou 1n detal If
anything more has not been sard, it has been due to the
fact that nothing more 15 requited in this connecrion.

150. The rules resarding the ten kinds of play with
hew characrenstics, have been stated by me. I shall now
speak abour cheir bodies and the Segments with ther
characteristics.

Here ends chaprer XX of Bharata's Nigyafistea, which
treats of Ten Kinds of Play.

———
145 ' 8D, aad BRP, ot thus,
147 1Scz B4P, p, 245. 1. ry-12. CF 5D, 509
148 1t SD, omizs thsy, See BBPp 246 1 13-4
48



CHAPTER TWENTYONE
LIMBS OF SEGMENTS

Frve Segments of the Plot
1. The Plot (stwreta) has been called che body of the
drama (lir. poem) It 1s known to be divided nto five
Segments (sandbs)’.
Two kmds of the Plot

2. The Plot 1s of two kinds:, Principal (ddbikirska)
and subsidiary (prasengika).!

Defnstion of the two

3- An [assemblage of] acts which are fabricated with
a view to [lit. by reason of] the attainment of [some parti-
cular] result, 1s to be known as the Puncipal Plor,  [Acts]
other than these constitute a Substdiary Plot.*

4-5. The attainment of the object and its exaltation
which the ingenuity of the playwright (it poet) plans by
means of the associated characters (lit. Heroes) acting in a
tegular  manner {lir. reasorting to rules) consuture the
Prncipal Plot on account of an ateanment of the resule,
And any meident (lie. anything) mentioned for helping any
other [incdent] m 1, is called the Subsidrary Plot ?

1 1 Abo called vasen, CE DR, L 1, SD. 294-205

*8ee DR L 22-23 Cf SD, 330 and etc Sec also NL 216217,
2 *See DRI 11, §D. 295 and NL 218-219

3 3CEDRL 12-13, SD 296-297; NL, 223-224

2 See above note 1,

45 ¥ Sec above 3 note 1 and NL 228.224,

ICt, Ag.
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Frue stages of the Action

6. The exertion of the Hero (. on. %)
towards the object to be attamned is known to ha . . 1ges
occurring according to their duc order.’

7. These stages [of the Action] are known to arse 1
the Nitaka and the Prakaraga.  And [their] Frution (phala-
yoga) telates to duty (dbarm), enjoyment of pleasure (£ima)
and wealth (artha)'.

8. The five stages are’j Beginning (prarambha), Effort
{prayarna), Posstbilicy of Attainment (prapti-sambbava), Cer.
tainty of Atcainmwent (mryata-pripss) and Artanment of the
Object (phals-prapes).*

Beginning

g. That pare of the play (lr. composition) which merely
cteates a curtosity about the Attatnment of the great Object
with reference to the Seed (1), is called the Beginming
(Grambba)."

Effort

to. [Hero’s] striving towards the Atrainment of the
Object when the same is not in view, and his steps cxating
curiosity [about it], is called the Efforts (prayarna).’

Possibility of Attarnment

11. When the Attainment of the Object is shightly sug-
gested by some Psychological State [of the Hero), it is to be
known as the Possibility of Attainment (prapts-sam bhava).*

Certanzy of dttainment
r2.  When the Heto visuahizes due to a psychologi‘:a1

6 ' Cf NL. 55-56.

8 ' CLDR.I,1q,SD, 323, NL. 57-38
9 'CE DR 22 8D. 325; NL 59+60.
1o 2CE DRI 205 SD, 326, NL, 66,
It *CL DR, 21, SD, 327; NL. 69-70.
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State [of his], a sure ateainment of the Object, it is called
Certainty of Attanment (miysz phala-pripti).!
Attainment of the Object

13.  When a suitable Result of intended actions appears
m full at the end of erents [of a ply]. 1t 15 called
Attainment of the Object (phala-yoga).'

14. These are the five successive stages of every action
begun by persons looking for resules.

15. Putning together of all these naturally different
stages which come together [in a play] for the production
of the result, conduces towards the frution [of the Secd].

Play to begin wsth the Prncipal Plot

16. The Prncipal Plot which has been described before
should be taben up at the Beginning [of a play], for 1t 1s to
end 1 fruinon (1 e. Ateainment of the Obyect)

17. The Plot may ether have all the Segments
or lack some of them. The [general] rule requires tha all
the Segmeats should occur m at; bur due to a [special] reason
some of them may be left out.’

Rules abont the omission of Segments

18, Ifone Segment tsto be omutted then the fourth one
goes, 1n course of an omission of the two Segments, the third
and the fourth are to be left out, and i case of the three wo
be omitted, the second, the third and the fourth should be
glvcn UP.

19. In case of the Subsidwary Ploc this rule will not
apply; for 1t 1s to serve the purpose of another [Plot).  Any
event can be introduced i this [Subsidiary Plot] without
violating the rule,

12 * CE DRI 21; SD, 328; NL. 77
13 'CL DRI 22;SD, 329, NL. 8,
17 *See NL, 44:f1.
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Five Elements of the Plot
20, The five stages of the Plot such o o -z

e}

(irambba)’ etc. have five means of attaming <. the
Plot (arzha-prakrts)’.

21. The Seced (bija), the Vital Drop (b du=semen),
the Episode (patdka), the Episodical Incident (prakars) and the
Action (karya) ate the five Elements of the Plot’, which
should'be teckoned and applied in a proper manner,

Seed

22. That which scartered 1n a small measure, expands

itself 1n various ways and ends in fruttion, 1s called the Seed*

of the Plot.
Vital Drop

23. Thar which sustains the conunuity (lie- nen-sepata-
tion) ull the end of the play even when the chief object [of
the play] is [for the ume being] suspended, is called the

Vieal Drop {bindu)’.
Episode

24. The event which is introduced 1n the interest of
the Principal [Plot] and is treated like 1, 15 called an Episode’.

zo *See DR.1 1g; SD. 324 NL. 57-58.

*See DR. L. 18; SD, 317, NL 134-135

2t ! See above 20 gote 2.

zz *Cf DRI 17; 8D 318, NL 135-13;-

23 'CEL DR L 17,SD. 319, NL giving a second view about the mean-
tng of the bindw says ;—ar= g, KT MTFId sEfnEaTIEE g 9T
CRESY 7 frgo ) w1 NI A SQEETAAR T ¥ 4
AT samy % MR AREIRTd §9% SAEia L g9
e sy AT HAgigass: (1595 173%)  There 15 a third wiew abo,
see NL. 183%, Bue dundu literally means *semen’. CL wyyg f‘a:g‘ﬂ%ﬁ Ficol
fregamomr,

24 'CIL DR.1 13 SD. 320, NL. gives also a second view :bmit the
meaning of the pstata as follows: w9 qaﬁgqmmﬁa?ﬁ t{mwﬂ_d

(1958 )
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Epssodtcal Inesdent

25, When merely the result of such an cvent is pre-
sented for the purpose of another (r ¢ the Principal Plot) and
1t has no continuatien 1t 1s called the Episodical Incident.?

Action

26. The efforts made for the purpose of the Principal
Plot introduced [in ap[ay] b)- the experts, Is called the
Action (karya)'.

27. Among these means that which Kas others for its
support (lit purpose) and to which the rest are taken as
subordinate, should be made prominent and not the temain-
ing ones.'

Continnation 11 the Episode

28, One or more Segment should be ateached to the
Episode. As these serve the purpose of the Principal [Plot]
they are called Continuation (anubmdba)'.

Limst of the Episode

2g. The Episode should come to an end cither at the
Development or at the Pause.  Why? Because its treatment
15 for the purpose of something else (1.¢, the Principal Plot).

Epssode Indrcation

30. When some matrer being taken in Hand {lit. already
thought abeut), another matter of similar nacure {fit. charac-
teristics) is suggested through an accidental idea (zgantska-

25 !Asopposed tothis, the pardk3 possesses continpity, Ansbzadko
nurantaryens pravartanam (NL. 204).

2Cf DR, L 13: 5D 321 NL 1996,

26 'Cf DR L 16; SD. 323, NL 2008

z7 Cf NL, 234&. -

28 * Ag.and others read  anwbandbs as anusimde., ©F DR I 26-27.
See 25 2bose, )
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bhava), it ts called Episode Indication (patak™
The First Episode Indrcation

31. The sudden development of a novel 1- b
sampatts) due to an inditect sugeestion, ts wall « he Fust
jisd >

Episode Indication’.
The Second Episode Indication
2. Words completely carrying double meanmng and

expressed in a poetic language, are called the Second Episide
Indication."
The Third Episode Indreation
33- That which suggests with courtesy the object [of 2
play] in a subtle manner and in the form of a dualogue, 15

called the Third Episode Indication.’
The Fourth Eprsode Indicatson

34- Words wih a double meaning expressed 1n a well-
knir poetic language and having a reference to something
[other than what appears at first sight] is called the Fourth
Episode Indtcation.’

35- Theplay (lit. poetical composition) meant to be
acted should have at most four Episode Indications
(patzkastbinaka)’. 1 shall neve speah of this made up of five
Segments,

Froe Segments

36. The fve Segmentsof a pliy are the Opening

(mukhs), the Progresston (pratemukba), the Development

30 'DR.{I 14} mercly defines the term, and sgrotes its varieties. Boe
SD. (2g8-z¢5) follows N§  and defines themt  Ste NL. 1goc-1o01. Sigara-
nazdin says that these should ot be applied to the last Segment (rireabans)-

31 *Sce SD 300, NL. 1007.

32 ! See SD, 301 2zd NL. 1015,

33 ®SecSD 30z; NL. 1021-1022.

34 ¥Sece SD. 303; NL. 1033,
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garbba), the Pause (:jmzrés) and the Conclusion (niresbara)’.
37. The Principal [Plot] s known to be consisting of
five Scgments (sandbs). The rematning  Segments  are
to be subotdinated to the Segments of the Principal [Plot}'.
Opening
38. Thar part of aplay, n which the creation of the
Seed (bir1) as the source of many objects and Senuments
takes place, 15 called in relation to 1ts body the Openng.'

Progression
39. Uncovenng of the Sced placed ar the Opening
after 1t has sometimes been pereeptible and  sometimes
been lost, 1s called the Progression.”

Development
40 The sprouting of the Seed s attainment ot pon-
sreainment and search for qr, 15 called the Development
(garbbay'.
Panse
41. One’s pause (vwmarfz, . deliberation) over the
Seed (b3t} that has sprouted n the Development (garbbi) on
account of some temptation, anger or distress, 1s called the
Segment of that name (r.e. Pause)™.

Concluston

42. Brnging rogether the objects [of the Segments]
such as the Opening (mukba) etc. along with the Seed

36 *Sec DR. L 23-24; SD. 331-333; NL. 435, These Segments do not
necessary coinade with Acts, One Segment may well include more than one Act.

37 * These relate to the Subsidiary Plor.

33 1See DR.1 24-25; SD. 333; NL 536f, quotes NS

39 'CEDR.1 30, SD, 334; NL. 634f,

4o 1CL DR. L 36; 8D, 335, NL. 710f

4t DR.Lzjcalls thisa.arizrfa, SD. 336; NL. 5joff, grves two more
dcfintnons of this Scgment,
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(bs31), when they have attamned fruic N
Conclusion (nsrvabana’.

43. These are the Segments of a Nac. NOWS
by the producers of a drama  They n « 1 1n che
Pral.arana and the other types of plays as «

Segments vary in different types of irama

44 The Dima® and the Samavakara® are to have fou:
Segments, and the playwright should never make the Paus
(csmaris) in chem.

45. The Vy3yoga' and the Thimrga® are to have thres
Segments, There should be no Development and Pause
(azamaria=uvimaris) in these two, and the Graceful (Barérki
Style also has no place 10 them.

46. The Prahasapa® the Vb, the Anka’ and the
Bhina* are the to have only two Segments which should be
the Opening (mukba) and the Concluston (nrvabana), and
thete Style should be the Verbal one (bbarsn).

47. These are the Segments to be planned by the pro-
ducers 1n the ten types of play, Listen now about the contents
of the Segments which are as 1t were therr limbs.

Disstinction of the Segments
48-50. Contents of the Segments which gne them
disunction  are  twentyonen'  Conalition  (s3ma),
Dissention  (bbeds), Mahing Gifts (pradina), Chastisement
(dendd), Killing (vadba), Presence of mind  (prtyst-

42 'Cf DR.I 43-39, SD 337; NL. 554F

44 *Sece NS. XX, goff. 1 Sce thed 78E
45 See NS, X\ 4%, 1 Seesbnd 64
46 1 Sce N§ XX, 102t 3 See ybed p12ff,
3 Sec bid gy, 4 See sbud 1o3iE

48.50 'B om, 48-50 L. g25f. s~ems to grve this passage in 2 form
more cortect, All these ttems are for prving an imperus o el e Acton

49
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panna-matstea),  Blunder i Addressing  (gotra-skbalrtz),
Rashness (sabasa), Terror {bbays), Imagmatne Fancy (dbs),
Decerr (mayi), Anger (krodba), S:rcngth (o145), Concealment
(samvzrana), Error (bbrant), Ascenunment (scadbirans),
Messenger (diisd), Letter (lekba), Dream (svapna), Portrar
(e1tra) and Intorication {mada)*

Segments and ther limbs

51. The cvents mn the Segments m ther respective
parts (pradess) will 1n due order support those Limbs [of the
Segments] by means of their onn qualines.’

Sixfold need of the Limbs of the Segments

52-33. Expressing the desired object, non omussion of
any cssential ttem 1n the Plot, attaing the quahty of pleasing
mn production, concealment of the objects to be concealed,
teling tales of sucprise and disclosing things to bz disclosed
are the sixfold nceds of the Limbs described an the Sastra'

Uses of the Limbs of Segments

54. Just as a man deficent 10 his [kmbs 1s unable]
to fight a battle,so 2 play defictent 1n the limbs [of Segments]
will be unfit for [succassful] production’.

55. A play (. a poem) though it may be poor as
regards us theme (lie. meaning) will, when furnished with
requisite Limbs, attain beauty because of the brlliance of its
production.

56. And a play having a lofty theme, bur devoid of
[requisite] Lumbs, will never caprure the nund of the good
[crities] because of ars [possible] poor production.

57. Henece in planming the Segments [in a drama] the

51 1 See NL. 923
5253 *Cf, DR L 35 SD. 40;8.
54 1 CI, SD. 4078,
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playwright shauld give them the Limbs in proper | 13
proper sentiments.  Now listen propetly abouc a.
Sixtyfour Limbs of the Segment,

58-39. The Limbs of the Opeming (- \) are,
Suggestion (repakseps), Eiﬂargcmcnt (parskars) Establishment
(parinydsa), Allurement {vrlobband), Decision (yukts) Acces-
sion (prapts), Seutling (samidbina), Conflicx of Feeling
(vidbini), Surprise (parsbbavana), Disclosure (ndbbeds),
Activity (karana), and lacitement (bbedr). Now listen aboat
the Limbs in the Progression®.

60-61. The Limbs of the Progression {prattmukba) aref
Ametousness (vilasa), Putswt (parssarpr), Refusal (wsdbita),
Pessimism (23pans), Joke (narma), Flash of Joke (narmadyuzs),
Moving Forward (paryepisana), Sweet Words (paspa),
Thunderholt (vajra)’. Reference (apanyasa), Meeting of easts
(varnasambara).

62-64. The Limbs of the Development (garbba) areld
Mis-seatement (abbiitibarana), Indication (mZrgs), Supposition
(r7pa), Exaggeration (wd3baraga), Progress (krama), Propitia-
tion (:Jr_ngrablx), Peduction (anumina), Supplication (prirths-
ni), Revelation (Zk,_vipm), Quartel  (rozakq), OQutwitting
(edbibals), Dismay (ndvegs) and Consternation (ordrava)’.

64-66. The Limbs of the Pause (vrmarfa = a:amria) aret]
Censure (aps:-dds), Angry Words (sampbets) Insolence
{abbidrava), Placation (#skts), Asseruion (c yavasiyr), Mention
(prassziga), lojury (drsts), Lassitude (kbeds), Opposition
(risedbans), Altercation (virodbana), Sumning up (3dina),
Humilation (sddens) and Foresight (prarocnd)'.

5%59 1See DR.I, 25-26, SD. 338, NL, 55:8. !
6061 1 DRI 31-32 reads famans for t3psna; SD. 351, NL 6436
62.63 ' DR.1 3735, omits grartband and eadrees] 2dds sambbrama, and
gives dénpts as absepa; SD. 363. See NL, r23E.
P DR, L 4445, omtts abbidravs, kbeds, msedbans and s2dsns and



XXL 66 THE NATYASASTRA 388

66-68. The Limbs of the Conclusion are:t Junction (san-
dh), Awakening (tibedbs), Assembling (gratbana), Ascerrain-
ment (mraaya), Conversation (psribbisans), Confirmation
(dbrts), Gratification (prasida), Joy (anands), Deliverance
(samaya), Surpnse (apagiibanz), Clever Speech (bbisana),
Retrospect (piirvs-vikys), Termmation of the Play (kZvya-sam-
baray and Benedicauen (prafastr)’.  These are the sixtyfore
Limbs of the Segments fin a play]™

Lsmbs of the Opening
69. [ shall now give their definitions in duc order’,
Suggestion

Suggestton (spaksepe) 15 the ongin of the object of the
play™.

Enlargement Establisbment

70, Enlargement (parskarz) s the amphiication of che
object onginared *

Describing 1t (1 e. the object) thoroughly s called Esta-
blishment (parmydss)’.

Allarement
7r. The menuomng of good qualities is koown as

Allgrement {vilobbanas).!

2dds esdrars, dreva cbilang and eacleng, SD. 37584, follows NS. except that
abbidravs zppears there as dravsy see NL. 768E

66.68 1 See SD 291 reads Errias dbrtn. DR, 1. 4g9-50 gives dEnii as
Erte, prvar@kya as parvabbica, wpasarrbira as kfvyesambira, NL. 2508, emirs
sandbr and vibodbe, gives dbrss as dywy, and gives instead of the first owo
artba and anuyoga.

* Cf. DR, L. 405 SD. 374: NL. 755

69 * C.reads before this apother couplet which in trans. is 25 follows:
For the development of the Seed, all thes: (1¢. 64 limbs) should mske op the
Segments propetly and have clear meanings.  This does not occur in K.

* See NL. 556, SD. 338 Cf DR. L 27,

72 ! See NL. 5697 SD 330, DR, L, 24,

® See NL. 5755 SD. 34:; DR. L 27,

71 *See DR. L 27: SD. 342: NL. 536,
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Decisson
Settling the issues is called Decision {ynkii)
Accession
72. Accession (prapts) is summing up tl _urpose of

the Opening (mskba)'.
Settlmg

Setthing (samidbana) 1s summing up the purpose of the
Seed (bijay.
Conflset of Feelings
73. Joys and sorrows occurrtng in a situation, ts called
confict of Feelings (vsdbana)'.
Surprise
Surprise (parsbbavana) 15 an excitement giving rise to
curiosity®,
Disclosure
74. The sprouting of the purpose of the Seed (big), 1s
called Disclosure (udbbeda)',
Actiwity
Taking up the matter in question is called Activity (karana)’,
Incitement
75. That which is meant for disrupting an union is
called Incitement (bbeda)', These are the limbs of the
Opening.
Limbs of the Progression
I shall now spsak of those of the Progression (pratimsnkba).

?Sce SD. 343; DR. L. 28; Haas translates ic differently, SD. 343 and
NL., 593 scem to misunderstand this defiartion.

72 ?Sce NL. 5g8-509 DR L. 23; and SD 344 follows what seems to be
2 wrong reading of the NS 2See NL. 6os5f Cf. DR 1, 28;SD. 345

73 *Sec DR, L 23; 3D 346; NL. 6cg-G1o.

1 8ee NL. 617; CE. DR, I, 29; SID, 347.

74 1SeeSD. 348, NL. 620. CE. DR, 1 29

3 See SI). 349:; NL. 623. Cf DR. L 25.

75 18ce NL, 626; SD 330, CE. DR L 25
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Amoronsness
76, Amorousness (vrlzsa) ts the desire for the sport of
love (ratr)".
Pyrsust
Pursme (pariearps)® 1s the pursuing of an object once
seen and then lost.
Refrsal
77- Refusal (1rdbiita)' 15 not complying with the request
made [by any one].
Pessymism
Thinhing about (Lt. seeing) some danger [in future] s
called Pessimism (tzpana)".
Joke
78. The laughter which 1s meant for sports, is called
Joke (narma)'.
Flash of Toke
The laughter which 1s meant for concealing one’s fault
is called Flash of Joke (narma-dynu)’
Moving Forward
79- Sprabing words which bring in other words after
them s called Moving Forward (pragamana)’.
Hindrance
Appearance of some calamity s called Hindrance

(nirodba)’.

75 15ee SD 332, NL. 650% Cf DR. L 32,

? See SD. 353, DR. I 32-33. C£ NL 6355,

77 *CL NL.663; DR. L, 33 and 5D, 3534,

*See NL 669. CI SD, 355 defines 1tas wpiysdarisns DR, defines fanmsa
instead of tZpana (I 33).

78 'CLDR.I 33; DR, 356; NL. r3r0f.

=Cf DR.J 33: SD. 357, NL. 672,

79 *Cf NL.676, DR.1 34, SD 338.

*Sce NL, 683; DR. 134, SD. 355
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Pacsfication
8o0. <Conciliating an anory person s al - . Y
g gty p
(parynpasana)'.
Sweet Words
Mentioning some favourable pecuharity 1+ calded Sweet

Words (puspa, lir. Hower).
Thunderbolt

81. Harsh words uttered on one's face 1s called Thunder-
bolt (vajra).
Reference
Reference (upanydsa) 1s a remark based on reason.
DMeeting of Castes
82. Coming togethet of the four castesis called Mecting
ot Castes’. These are the Limbs of the Progression,
Limbs of the Development
Now listen about chose in the Developmefit (garbba).
Mis-statement
83. [A speech] founded on deceit is called Mis-state-
ment (kapatdiraya)'.
Indication
Speaking out [one’s] real intention (lir. reality) ts called
Indecation (margs)®.

80 15Sec NL. 687. CL DR. L. 34; SD. 350.

2 CE DR E 34; SD 351; NL. 6g1.

&: ' Cf NL.&g7; L 35 SD. 362,

2 Se« NL, 5c0: £, DR. 1. 33: SD. 363&. defines it differently and refers to
the view of the N§ as Becert 14 ete.

8z 1NL.go4f defincs it as varnrasydrtbasys tiraskiral (concealing the
patzer expressed), and  refers to the wiew of the NS as catwrnim varmirim
ssmme'snar api ke'ps varnayants.  Sece SD. 364, DR L 33,

83 *Cf.DR.I 33, SD. 3653 NL. 727- )

* CL SD 356; NL. 730; DR. L 38,
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Supposttson
84. A hypothesis with which novel meanings are com-
bined, 1s called Supposition (riips)*.
Exaggeration
A speech with an overstatement 15 called Exaggeration
(vdabarana)’.
Progress
85. Foreseeing of what 1s coming afterwards, 15 called
Progsess (krama)'.
Propatsatron
Contact for the use of sweet words and gift, 1s called

Protection (samgraha)’,
Deduction

86. Percetving something by the name of a thing similar
to 1t 1 from, 15 called Deduction {(anumana)'.
Supphcation
Request for love's enjoyment (mu), rejorang festivaty and
the like, ts called Supplicavion (prartband)’.
Revelatson
87. The unfolding {of the Seed] in the Development
(garbbs) 1s called Revelation (aksrpta)'
Quarrel
An angry speech 1s called Quarrel (totaka™.)
83. Deceprion by means of a trck called Outwitting
(adbtbala)'.

84 *Cf DR.L 39, 8B 163, NL, 735

* Cf. NL. 738, DR. L. 39, SD. 368.

85 *Cf SD.36g, NL 740, DR, 1 39

2 CE SD. 370, NL, 744; DR. 1, 40,

86 * CLNL 746, DR.1, 40, SD 371

? Cf SD, 372, DR. L. 40 NL 749,

87 YCL. DR I 42 hasabsepa, SD 373 has Esspti=iksp, NL 751
has wtksrpta.

88 1 Cf SD.375.DR.1 40, NL 7,8
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Dismay
Fear arising from a king, an enemy or a 100l 1 Cilled
Dismay (sdvega)®.
Panscky Commation
89. Flurry caused by fear from a hwg or fre 15
called Panicky Commotion (vsdrava)'.
These are the Limbs 1n the Development (garbba)
Limbs of the Pause
Now Iisten about those in the Pause (svamaria =vimaria).
Cen!llfe
go. Proclaiming anyone’s faule 15 called Censure
(apavada)*
Angry Words
Words spoken i anger are called Angry Words
(Gampbeta)”.
g1 Transgression of the superiors 1s called Insolence
(abbr-drava)*.
Placatron
Coming tata conflict [with anyone] 15 called Strength
(Sakes),
Assertion
92. A promise made on account of some reason 1s
called Assertion (vyavasiya)'.
Mention
Speaking of ane’s superiors 15 called Mention (prasaiiga).”

* CL SD 376; NL 755 DR, 1 42

89 ' CL DR.I. 42, SD. 377 NL 766

go 1See NL, 8o1; CE. DR, L. 45; SD 378

* See NL, 8oz, CE. DR, L 45, 5D, 379

9t Sce NL. 813, SD. 381 and DR, I 45, has drava mn place of abbi-
drava.

* CL NL. 819; DR. L. 49; SD. 383.

9z ' Cf NL. 824, SD 380 DR. L 47

*Cf DR. L. 46, SD 384. NL. 826 defines differenely,

g0
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Injury
93. Words spoken n contempt are called Injuty (drzer)

Lassstude
Faugue arising from a mental cfore 1s called Lassitude
(kheda)_’
Opposstion
g4. Obstruction 0 one’s desired object 15 called
Opposition (msedba)'.
Altercatson
Speaking and counter-speaking i excitement 15 called
Altercation (virodbana)®,
Summing up
95- Bringtng together (. attaining) [all aspects] of the
Seed (bijs) and the Action, 1s called Sumniing up (idina)'.
Humilsatson
Putting i msulung words for some purpose, 1s called
Hunuliation (sadana)’.
Foresight
g6. Thar whicli expresses the purpose of the Conclusion
(sambira) [1n advance], 15 called Foresight (prarocanay'.
These are the limbs tn Pause (avamria==vimari)
Limbs n Conclasion
Now listen about those in the Conclusion (sambira=

nirvabana).

93 'CL NL 829; DR. L 46, 5D, 382; 5D. 385.

3 Cf, NL 832; SD. 385.

94 1 Cf. NL. 838. and SD, 385.

* CL DR. 1, 47, NL, 840; SD. 387.

95 ' See NL. B44, DR. L. 48, SD. 389

* See NL. 848. DR. 1,46 has wrongly cbalang for sidana SD. 390 zlso
has cbidana wrongly.

96 *See SD 388, NL.8s50 DR. 1, 47.
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Juncture
97- The coming up of the Opeatng (m - d the
Seed is called a Juncture (sandbs)’.
Awakening
Looking duly for the Action (karya) is called Awakenmg
(vibodba)*
Assembling

98. Intimation of [the vartous aspects] of the Action
is called Assembling (gratbana)’.

Ascertasnment

Declaration of facts personally known is called Asereain-
ment {nirnaya)’.
Accusation
99. That which 15 said to blame someone, is called
Accusation (paribbisana)’.

Confirmatson

Turning to use (ht. gomng) the object gained is called
Achievement (krts)".
Gratsfication

100, Treating one with waiting upon or the like, is
is called Grarification (presida)’.

ley

Artaining objects [of ane’s desire] is called Joy (@nanda)’.

g7 ' Cf, DR.L 51 SD. 362,

* CL. DR. L 51; SD. 393.

98 Cf DR.L 51,5D 394. NL 864.

*LL. 5. 395 DR L. 51 NL. 870

99 ! CE NL. 873: 5D. 395, DRI, 52 defines the Limb differently.
*Cf, DR. L 53; SD. 397.

tos 1 Cf NL.879:SD. 39%; DR: L 5z,

7 Cf, NL. 831, SD, 399; DR. I 53
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Deliverence
101, Passing away of all misery, 1s called Delnverance
(samaya)',
Surprise
Appearence of something wonderful s called Surprise
(npagithanz)’.
Clever Speech
1oz,  Words mentioning concthation, gift and the like

are called Clever Speech (bbisana)'.

Retrospect

Retraspect (piirva vikys) 15 to be understood as a reference

to something spohen before.
Termnateon

103.  Guing and recaving of 2 boon 1s called Termina-
ttoa (kivya szmbira)'.

Benediction

[A prayer scebing petfect] peace to the hing and the
countty 15 called Benediction (prasasty.

1o4. With a view to introducing Senuments (rasz) and
Psychological States an expert playwnghr should ins re all
these Limbs inte appropriate Segments of his work’.

to5. Considering  [the scope] of the Action or its
condition he may someume inscre all the Limbs or 2 com-
bination of two er three fof them] into the Segments.’

101 1 CE DR L 52 SD. 400; NL £33

2 Cf, NL, 88y; SD 401; DR.I 353

10z 1CE SD 402: DR, L. 53 NL 81
*Cf NL. 851: 5D 403

103 Sec SD, 404, cf. NL 895, DR.L 54,
* CL SD, 407, NL 897, DR.1 59

104 LCF §D 406; NL gof

105 * See above 104 note 1
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Fiwe Explanatory Devices

106. The Supporting Scene (viskambbaks) ¢ [ na-
ting Speech (ciil:k3), the Introductory Scene (pr: . 1+ the
Transitional Scene (aizkdvatdrs), and the Anticipatory Scene
(aitkamiskba) are five Explanatory Devices (irthn picsepaka)’

A Supporsng Scene

107. A Supporting Scene  (uskambhaka)  should
employ the middling’ male characters, and relate to the
opening  Segment (mukbasandbs)’ only of the Nawha,
and it is [ro be] graced by a priest, minister or Kaficubin
(remouc-bearer).

108. A Snpporting Sceae is of two hindsgj pure and
mixed. Of these the pure 1s made up of the middlng
characters, and the mrved of the 1aferor and the mddling
ones.

An Intmating Speech

10y. When some pomts are explained by a superior,
middling or saferior character from behind the curtain, it is
called an Intimating Speech (ci#lika)'.

110. An Introductory Scenc (pravefaka) in relation to
the Nitaha and the Praharana, is to occupy a place between
two Acts and to treat the summaty of the Segments.’

106 1 CE DR.L g8; SD. 308 NL 393 Haas translates arthopaksepaka
as “Intermediate Scenes,” scc p, 33.  But the *Explanatory Devices® are all not
complete scenes; crde enfra,

107 1CE SD 308, DR 338, DR [I.59 NL. 362 £. quotes the view of
Cardyana as follaws & Wﬁrﬂﬁ Tregms gfy  (Viskambbaba relates 1o
the Pokaran: and the Niuba only), Icseems thar such was the caseata
lacer staoe of the development of Indian drama Furst it related to the Nitakas
only. Alo cf. XX. 368,

* For a definition of the muddling character see XXXIV. 34

3A hiog to this di the wiskambbakas ac the heginning of Piiica,
wonld be an 1deal one. 7

1og *CI. NL.414f, 438f : DR I, 61;5D. 310,
1o 1Cf DRI 60-61; SD 309; NL. 3078,
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A Transstional Scene
111.  Asin practice 1t falls between two Acts, or within
an Act, and relates to the purposc of the Seed (bifa), it is
calted a Transstional Scene (arikavatara).
An Anticspatory Seene
112. When the detatched beginning of an Act is
summanzed beforchand by a male or 4 female character, it s
called a Anticipatory Scene (arikamnkba)',
An wdeal Nataka
113-116  The playwnght should wrire a Nitaka having
[different] Styles and munor Limbs (prazyangs)', Episode
Indication  (pataka) Explanatory Devices (atbaprasikryi)’
ansing from the five stages {avastha)* having five Segments
(sandbi)®, twentyone Distunction of Segments®, sixeyfour Limbs
(angs)’, thueysix lsksanas’, Gunas (excellence)’ and figures
of sprech (alamkara)', many Senuments", topics of many

t1s 1 CF DR I 62 63,5D 311, NL, 398-399 The def, 15 not very
clear, The ankduatira seems o furnish an ndication of the subject-matrer of
the pext Act, Ao cxample of this scems to be the dralogue of the Cedd and
Visavadand at the end of the Act )} of Svapna.  This relates to the making
of 2 garland by Vasavadattd ~ Another example may be Avimiraha in the
second Act {Sec Avt 1l 56} This grves a clue to the  subject-master of the
next Act which treats Avimiraka’s entry 1nto the royal barean,

112 ! The ankamukba seems 10 telate mostly to plays other than of the
Nataka and the Prakarana types, Examples of this are perhaps the speeches
of the Bhata 1n the beginning of the Karna, and of the Diitagha.,, The reason
for the above assumption 1s that the rules pr:scnbc viskambbaka for Nitakas
only (sce 107), and pravesakas for both Nirakas and Prakeranas (sce 110)  Cf,
DR.1 62, 8D, 312, 313, NL.

o8,
113-1:6 * Pratyanga has not been defined anywhere. It is possible thar
the reading 1s corsupe

% Patdka here stands for pataka-stbanaka just as “ Bhima™ for “Bhimasenas™
see above 30ff,

3 Arthaprzukriyd 1s only a synonym of artbaprakari, See before 20f,
1 See before 6. 5 See before 335

$ See before 48, 7 See before 58H, ¢ See XVII. 1

9 See XVII b 1 See XVIL43ff. 1 See VI
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enjoyments, exalted speeches, characters ot .
description  of good conduct, and 1t shoi. lar
wellkaic in its Segments, easy for production 1ze],
composed with soft words, and capable of givi _ 1 ure.

t17. The condition of the world an<ii. trom the
happiness and musery and connected with the activicy of
various people, should find a place in the Nataka',

118. There is no wise maxim, no leatning, no art ot
craft, no device and no action thar are nor found 10 the drama
(natya)'.

119. And the human nature with 1ts joys and sorrows
depicted by the means of representation such as Gestutes,
[Words, Costume and Sattva] 15 also called a drama
(matya)'.

120. A mumucry of the past exploits of gods, sages, and
human beings should be also called a drama'.

121, As [this] s represented (abbimiyate) and inter-
preted by the actors who after  suppressing therr  own
nature male [for this purpose] vanous movement of cheir
different Iunbs, it is called the Nitwha'.

122. The Nataka is to be so composed as to sficlude all
Psycholegical States, Sentiments, inclination to all deeds, and
the various conditions [of men and nature]’.

123. Th3se atrs and crafes which ate preducts of umque
efforts should in their endless froms beappled 1n the Nigaka'.

124. Onc 1s to construct 2 Nitaka [only] after obsecv-

uy ICL Lo
118 T8ee L 116
119 ¥Ses I 121
120 *See L 120
121 " This very clearly defines the arustic character of drama
123 'CE L3
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ing the people’s character, strength and weahness and
thew [mode of] enjoy ment ard ceasoning’.

125, In succeeding ages men will mostly be difficient
i wisdom, hence those who will be born [alter us] wall have
small learning and intellect

126. When the werld deteriorates, men's intellect,
[production of] crafts and skill i arts will dwindie.

127 Hence after observing the strength and che
weahness of human feeling, one should compose the Nataka
with pleasent and easily ntelhigible words

128  The plays (I, poems) which contamn [harsh],
wotds like cekridita’ 15 repulsive (lit. do not shmne) like a
courtezan n the company of a Brahmin bearing a Kamandalu

129. O Brahmins, | have spoken about the Plot with
ws Segments and Ltmbs I shall hereafter speah of the
characteristics of the Styles

Here ends chapter XXI of Bhatata's Natya$istra,
which treats of the Limbs of the Segments

124 * This puts emaphasis on developing characters 1n a drama,
128 ! Bhisa actually uses the root of this verb in bys Avs. (111 18 ).
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STYLES
Origin of Styles

L. I shall now namate fully (r. from the beginoing)
the [story of the] rise of Styles (vrtt) and [in relaton to
them] the origin and the formation of dramas.!

2-3. When Lord Acyura (Visnu) after reducting the
universe into a single [vast] ocean and compressing the erea-
tion [into a seed} by his supernatural power, was lying on the
eouch of 3 snzke, the two Asuras, Madho and Kambha
maddened with the pride of their swengch, challenged the
god at once for battle.”

4-5. These two, after making gestures of challenge, (lit.
rubbing their azms) fought the tmperishable lord Visnu (bpiite-
bbivana, lit. the creator of beings) with their Asts and legs
(lic. knees), and while doing so the two parties alse abused
each other with harsh words, and shook, as it were, the
ocean with their reviling spesch.’

Origin of the Verbal Style

6-7. Hearing the various [abusive} words of these two
who werc theratening [Vignu], Druhina (Brahmz) was
slightly perturbed in mind and said, “Is it the bbirat7 crine
thar stares with these words [for the fightets] and goes on
intreasing gradually?, Kilf the two [ac once]."”

1 ¥ Sizimmsodin expliias the cytsi diferendy, See NL. rogyff
2-3 1The swryef Niciyam's reduang the three worldsinto *a single
oczrt cccury in the Rim. VIL g3: Kirma P, XHL o Sec JK. 2der Vissn
(5) azd Niiyama ().
43 1 Madha and Kaicsbha charged Nisiyana with the thefc of the Veds.
Rizm VIL 72. Ses JK. under Kainbba,
st
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8-10. Hearing these words of Putimzha {Brahm3),
Madhusiidana (Visnu) said, “Yes, I have made thus bbarati
ertts for the purpose of doing my wotk. It will be the bbarati
ortti of the speaker, in which words will preponderate. 1 shall
kill these two Asuras today. *"So saying Han (Visgu) wich bis
pure and perfect gestures,” and Angahiras® severely fought
the tno Daityas who were experts in the method of barttle.

11. At that nme Han's pacing with the Sthinakas’ on
the ground created a great bhara (burden) on the earth
{bhiimi), the bbzrats vrtts {(Verbal Style) was bult on that
(bbara)*

Oregin of the Grand Style

12.  And at that [very] ume, by the rcbounding of the
bow named $Sarnga which was intensely boilant, steady, and
by an excess of unpertutbed sarroz (strength), the sittvati
vrerr (Grand Style) was made’

Orsgin of the Graceful Style
13 When [in course of fighting] the god moved sport-
wvely with vanious Angaharas and tred up hus kot of the fikba

(kesa ?) the kasieki crets (Graceful St}le) was made,’

Ongin of the Energetic Style
14. Then from the vanous ways of personal combats
which were full of enerzy and excitement, and which entailed
various Caris, the Energetic Style (arabbati vrtts) was made.!

8-10 ! angub here means Fngrkab and ahgabirash,

? Sce IV, 1927, 1706

11 1 See XI 408.

® This is 2 clear instapee of folk-etymology and does ot really explain the
origm of this Style, It possibly came from the Bharata wribe, see L 41 f o,

12 ! See above I note 2,

13 1 See above II note =z,

14 1Secabove Il note 2,
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15.  Whatever acts fof Visnu] the god Brahmi  _irved
as ansing out of the different Styles (vretz), were ass wuted by
him (Druhina=Brahm3) with words smrable v then
meaning.

16, When the two Asuras, Madha and Kaitabha were
killed by Hari (Visny), Brahmi spoke to him (Nirdyana=
Visnu) who was the subdduer ot foes (arsndama).

Ongin of the Nyaya

17-28. O god, thou hast killed the Dinavas with
varied, pure, cxpressive and graceful Afgahdras, hence this
method of personal combat [applicable] to throwing all kinds
of missites will be termed wn this world, as Nyaya :

19. Nyiyas' are celebrated because this fighting has
been made with the Afgaharas which are assocrated as
well as genetically connected with them.

20.  Then the high-souled Drulina (Brahma) gave over
o the gods this [Style] tull of various Psychological States
and Sentiments, [for 1ts use] in the production of plays

21-z2. The name Style (vrt#s) was made a repository of
the various Psychological Stares and Senciments, And what-
ever was made and 1n whatever manner, the exploits of the
god (Visnu) were utihsed by the sages in fashioning the
similar Styles arising from the Words and the Gestures which
have their onigtn in materials tahen from the Nicyaveda, and
which also have Words and Gestures as theit  chref
characteristics.

23 These Styles which wete desired, wellborn and  full

17-18 1 Sce XI, 741
tg * See IV, 170
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of various Ciris, were agam, taken by me at Druhina’s com-
mand, for the purpese of making plays (lit. poem).

24. The Verbal Style (bbarati vrtss) was from the Rgveda,
the Grand (sattvati) from the Yajurveda, the Graceful (kassski)
from the Simaveda and the remaning one (1. e the
Energetic or drabbati) from the Atharvafveda).!

25. The Style which 1s to be applied by the male
characters and not by females and which gives a prominent
place to speeches made in Sanshut, ts used by the cponymous
bbaratas (actors) as bbarati (Verbal)'.

Four varteties of the Verbal Style

26. In has four vareties such as the Laudauen
(prarocani), the Introduction (amukha), the Vithi and the
Prahasana, and these have became 1ts component parts (anga)’.

Landation

27. The Laudation (prarocanz) m the Preliminaries 1s
to attain success, prospenty, gond luel,, victory and removal
of all sins.

Introductson or Prologne

28-29. That part of a play where an actress,” the Jester
or the Assistant has a talk with the Director on some relevant
topic, and they use wteresting words or adopt any type of the
Vithi or talk in any other way, 1s called the Introduction
(@amukbs)* or the Prologue (Prastavanz)by some. I shall speak
in detail abont irs five varieties (lit. elements).

24 ! This is a different story about the crigin of the trtts. See before
2-14,

25 !NL 10548 DR. Il 5, SD 274, AP. modifies this dcf, by
adding strsyukid prikrepktstd, Haas, on DR. 1L 5 (p.81).

26 *CF, NL. 1008-63; DR, Iil, 5; 5D, 285,

27 Cf. NL soy0-71ff; DR 1L 6, 3D. 286,

2829 *CL NL, 717885, DR.III 7 SD. 286,
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Five varseties of the Introduct;

30. The Acadental Interpretation (s the
Opemnv of the Story (Ratbodghata) the Part. . o ta-
tion {prayopitifayq), the Personal Busmness, (p .) and

the Transterrence (avalagita) are the five vanienes o+ che Intro-
duction (Fmukba).

31.  Of these the charactersstics of the Acadental Inter-
pretation (wdghatyska)' and the Transferrence (avalagita)” have
been mentioned by me. 1 shall now speak 1 detad of the
characteristics of the rest.

Opening of the Story
32. [That Introduction] wn which 2 character enters
fthe stage] taking up a remark of the Director or 1ts meaning,

ts called the Opening of the Story.*

Particular Presentation
33 When, over this production fof the Introduction)
the Director imposes another producton and then a character
enters [the stage], 1t is called the Particular Presentation.!

DPersonal Business
34- [The Introductton] in which the Director speaks on
some business 1n hand, and taking cue from this (L. with ns
help) a character enters the stage, 1t 1s called the Personal
Business.*
35- Working out shillfully any of this which may be
relevant, the wise [playwright] should construct the Introduc-

30 *Cf KL, 11-8%-89 DR. IIL. 8, SD. 287

3% ¥ See X:.v17 CL ML, 118g, DR 1IL, ¥4 SD 288,

2 See XX. 138; NL. 1192 DR, 1L 15; SD 202

32 PCENL. 1146, DR, LI g; for an cx, e SD 289

33 See NL. 120r-1202; DR, 1L, 11; for 20 ex, see SD 3g0.
3¢ 'CL NL. 1214-1213, SD. 2g1; for an ox. sec DR, fiL 10
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tion (amukba) without encumbering tc wich [many] characrers®
and speeches.

36. The wise are chus to know the Introduction with
different bases.  The characterisics of the Vithi* and the
Prahasana® have been mentioned before.

37. These are the four varicties’, of the Verbal Style
Ispohe of. 1 shall now evplan the rules of the Grand
Style with us characterssties.

The Grand Style

38.  The style which 1s endowed with che quality of the
spitat (sattva), the Nyiyas, [proper] metres and has exuberance
of joy and suppression of the state of sorrew’, 1s called Grand®

39. Relaed to plays expressing the spint (sativa) the
Grand Sryle 15 known to constst of representation by Words
and Gestures.

40. It 1s to contain the Sentiments such as Herore,
the Marvelleus and the Furwus, and to a smal] extent the
Pathetic and the Erotic, and characters 1n 1t should be mostly
majestic and defyrag oae anocher’

Four vanctses of the Grand Style
4n. It 1s known to have the four varicties such as
(wethipaka), Change of Action (parsvartaks), Harsh Discourse
(samlipaka) and Breach of Alliance (samghita)’.

35 1je. actress, Jester or the Assistant See 28 above,

36 1 See XX. mniff, 2 See XX, 1017,

37 * See before 26.30,

38 ! This shows that no pathetic subjecr-matter should find a place 1n this
Style.

2 See NL, 1234ff 5D. 416 DR, Il 53.

4o 1See NL. 1271-1273)

4r * CE DR. 1L 53 SD, 416, NL. 12748,



107 TEN STYLES

Challenge
42. QOne’s fising up with a view to coc- g
“[ am getting up [for bawle, now] sh- - - ownn

prowess’” is called the Challenge®.
Chinge of Actsan

43 If after feaving the thing which caused the nsing
up, one rtakes to other things due ro some necessity, 1t 1s
alled the Change of Action®

Harsh Disconrse

44- A dizlogue conumining vamous kinds of word of
abuse whether these arise from contempt of not, Is called
Harsh Discourse’

Brezch of Allunce

43- Dismpdng an alliance for the sake of a policy in
favour of a friend or due to an acctdent or fone’s] own fault,
is called Breach of Alliance'.

46.  These are the four varieties' of the Grand Style that
Ispake of. I shall hereafter describe the characteristics of the
Grazeful Style’.

The Greceful Style

47. That Syle is clled Graceful (Basfséi) which is
specially interesting on account of charming costumes worn
[by drematis tersonze] mostly women, and in which many
Linds of dancng and singing are included, and the themes
acted are practices of love and are connected with (lit. arising
from) its enjoymenc'.

42 TCENL. 1276 4278, also of. DR IL 54; SD. 416
43 *CEDR.IL 55: SD. 4193 NL. 1255~-1282,

44 'CE DRI 54; SD, 418, NL. 1288,

45 1CELNL 1:93-1:99; DR.IL 55: ®D. 417.

46 * Sec before 41, 44, 43

47 ' CLSD. 413; DR, IL 47; NL. 13045
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Four varieties of the Graceful Style

48.  The Graceful Style is said to have the four varieties
such as Pleasantry (narma), Beginning of Pleasure (narma-
spbauria), Unfoldment of Pleasure (marma-spbota) and Covert
Pleasure (narma-garbhbaz).'

Three kinds of Pleasantry

49  The Pleasantry which abounds in remarhs made in
jest, 15 of three hinds: that based on love, that with pure
laughter and that having Sentuments other than the Heroic™.

5o. The Pleasantry is known as connected genecally
with acts of jealousy and anger mixed with words of rebuke
and done 1n the guise of self-reproach and through to decep-
vion of others.

Beginning of Pleasantry
51. The Beginming of Pleasantry 15 to be hnown as the

first meeung [of lovers] in which words and dresses exciting
love [ate in evidence], but which ends in fear’.

Unfoldment of Pleasantry
52. The Unfoldment of Pleasantry 15 the cause of the
Senument contrtbuted by short touches of different Psycholo-
gical States and not by any of them as a whole™.

Covert Pleasure
53- When the Hero out of any necessity acts incognito
through his qualities such as intelligence, [good] appeatance
and affection, it is called Covert Pleasure’.

48 ' CEf DR.IL 48; SD, 411; NL, 13088,

49 !CEDR.TI, 48-50; SD 4:12; NL. 1310,

St 1 CENL, 1342-1343; DR.IL 513 SD 413,

52 'CELDR.I. 515 SD, 4143 NL, 1336 f.

53 ! According to Sigaranandin Arsbbag: 1s an eiga of the Gaudi crin:
NL. 128z, C£. DR, 11 g2: SD. a1=: NL. 1128 £,
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54. These ate the four varietes of the G Syl
that I was to speah abour. 1 shall herealt ¢ uibe
the Energeuc Style which 15 concerned wuh 2 a_bry
Sentiment.

The Energetic Style

55. The Style which includes mostly the qualities of
a bold person (arabbata) such as speaking many words',
deceptian, bragging and falsehood, is to be known as Energe-
uc’.

56. The Style in which there 15 a representation of
model work (pwsta) falling down, jumping, crossing over,
picrcing, deeds of magic and conjuration, and varied ways of
fighting, 15 called Energetic’.

Four varsetzes of the Energetic Style

57. It has (four) varieties such as Compression (sarnksip-
taka), Commotion (avagita), Elevation of the Plot {vastattha-
pana) and Conflict (sampheta)*

Comypression

58. Conforming to the purpose of the play Com-
pression includes relevant crafts such as many kinds of
model works, drawings, and dresses, for a2 condensed
representation of the Plot’.

55 ! *Many words” probably mean altercauon ot vethal duel,

% Ct NL, 1348 & DR, IL 56-57, SD, 420

56 1 5ccabove 55note 2, C, adds one more def, (C 58) of the arabbas
In trans, itwill be as follows:s, ilhat which includes excitement ductoan
applicatien of the sixfold policy (sadgana), runningaway due to deception of
the enemy, and that which relates to  [materal] gam or logs, is called the
Energeuc Style,

57 'CE NL 1356 f DR.IE 56.57, SD, 420

58 'CL DR Il 57-58, SD 423, NL, r358 £,

52 *
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Commotson

59. Commotion is known to relate to the occurrence
of fear and jubilation, pamic, Aurry, many kinds of speaking,
quick entrance and exu'.

Elevatson of the Plot

6o. That deed which s including panic or 1s being
connected with as giving shelter to [anyone] and includes a
combination of all the Sentiments is called Elevation of
the Plot'.

Conflet

61. Conflict (samspbeta) 15 known to include excitement,
many flghts, personal combats, deception, betrayal and much
strthang of weapons'.

62. These are the Styles to be reckoned by the wise in
connexion with the drama. Now listen about their applica-
tion 1n different Senuments, which I am going to tell you.

Styles according to Sentiments

63-64. The Style 1n the Erotic and Comic Sentiments
should be Graceful, and n the Herowe, and the Marvellous
Senuments 1t should be Grand. And in the Terrible, the
Odwous and che Furious Sentiments one should use the
Energetic Style, while the Verbal Style is applicable to the
Pathetic and the Marvellous Sentiments®.

65, I have spoken properly about the Histrionic Repre-
sentation dependent on Words, Gestures, Sateva, whick cul-
minate in Styles. Now I shall treat of the Costumes and the
Make-up used in the production of plays.

1Here ends Chapter XXII of Bharata's Natyasastra,
which treats of Styles

55 ' CLDR.1I 59 SD. 423: NL. 1368¢,

6o ! CL. DR. Il 59, SD. 420, NL. 1372f.

61 'CL DR, IL 50, SD, 421; NL 1380f

63 64 1 CE NL. 1059-1562, DR. I\, 62; SD. 410.
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COSTUMES AND MAKE.LP

Necessity of the Costumes and DMake-sip

1. I shall spcak in due order, O Brahmins, about the
Costumes and Make-up; for the entire preduction [of a play]
depends on these.

2, The Extrancous Representation (zbarydbbinaya) deals
with the rules of the Costumes and Make-up (nepathya).
Anyone who wishes for the success of a dramatic production
should pay artention to these.

3. Different types® of the dramatis personac indicated
first by their Costumes and Make-up, accomplish the
teptesentation without much effort, by means of Gestures and
the hike.

Four kinds of Costumes and Make-up

4- Costumes and Make-up are of four kindsis model
work (pusta), decoration (alamkara), painting the limbs {(afiga-
racandy and [the use of] hving creatures {safifiva).

Four kinds of model work
5. [OF these] the model work is of three kinds and of
various forms, They are: the Joined Object (sandbima),
the Indicating Object (vyanma) and Moving Object
(cestima). .
6. The model work which is made up of mat, cloth,
skin and che like, is called the Joined Object (sandbima)'.

7- That which 1s made by means of a mechanical device

3 1 Nindvastha—ninibbita ya jokidyi ninsbbitaivayii ca (Ag. p 429).
6 * Sandbimsb—sandbinstays mirvrisab (Ag. p. 429).
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(y#ntrs) is called an Indicating Objece (vy3jimz)" and chac
which can be made to move, is called a Moving Object
(cestime).”

8. Hills, carriages, lofty palaces, shields, armours,
banner-staffs and elephants' which zre constructed for use in
a dramatic performance are called model works.

Decorations

g. Decorations (clamkzrz) are known as auaching
differently flower-garlands, ornaments and drapery alter
observing the rales relaung to different parts of the [human]
body.

Garlznds

1o. Garlands are of five kinds: encicling (cestsez)t
spread-up (vitats), grouped (szmghitys) ® knotted (grzrithims),
and hung-down (pralambris).

Fonr ksnds of ornament

11.  Orpaments of the body ate kpown by the wise to
be of the four kindss that to be fixed by piercing the Limbs
(Gvedbys), that to bz ted up (bindbaaiys), thar to be wom
(praksepys), and that o be put round (zropys).

Piercing ornaments

12. [Of these, the ornaments] to be fixed by picrcing

the limbs are ear-ornaments such as ear-rings (Frundals).
Tud—:rp orraments

And those to be ted-up (bandbaniys) zre to be represent-

e by the girdles (frop¥-siirra) and the Afgada (arm-band).!

7 1} Vydprub—oy3jid sitrasyiherdbEiduipeh ksepss tems rosyiio vydn-
mab (Ag- p. 430).

*Ag. (p 430) rrads thisas cestirsh and explains fs 25 follows: apem
jatn-aksbskidiad vegtamens ryrorsto vespmab,

8 ' Emend nagib iato nigib, See XXI|I 150-1g2 brelow,

12 ¥ Modera tibyy (Beogali).
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Wern ornaments
13. The ornaments to be worn (praksepys) are the
anklets (nApura) as well as the wearing apparels.
Put-rosnd ornaments
And those [ornaments] to be put round (ropye) are the
golden neck-chain  (bema-siitra) and  necklaces  (hara)of
different kinds.,

Ornament according to one's babstation and tribal origin

14. I shall now speak of the varieties of ornaments of
men and women according to their habitation and tribal
origin,

Ornament for males’j
Head ornaments

15. The crest-jewel (cidamaps)' and the crown (makata)

are called ornameats of the head.
Ear ornaments

And the ear-ting (kundals), Mocaka (car-pendant)* and

eat top (kila) arc otnaments of the ears.
Neck ornaments

16, The strings of pearl (muktival) the Harsaka® and
the [gold] thread (siitra)® ate ornaments of the neck.

15 ! To be worn on the top of the head Cudimanib Swomadbye (Ag
P- 430)

1 To be worn above the forchead, Mukmwto Jallterdbve (Ag dc).

3To beworn inthe lower lobe of the ear. Kundalam adbarapalyem
{Agle)

4 To be worn in a hole in the middle of the car. AMocaksdh Earnziaskulya
madbyscchidre ntiara karniketl prasddbam (Ag. 1c)

16 ! barssta—a snake-shaped ornament, samwdgata-sarpidierupatayi pra-
nddbam {Ag lc)

'Situm—galden neck-chzin, sitrekam s gnrrbl-gnvi-:ntn:iluy: pra-
siddbam (Ag 1¢).
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Finger ornaments
And the Kawaka® and the finger-ning (angoliya-madra)*
are ornaments of the finger.
Ornament of the forearm
17. The Hastavi' and the Valaya® are the ornaments of
the fore-arm (bzbu-nali).
Wrist ornaments
And the bracelet (rucika)’ and the Calih3* are ornaments
of the wrist.
Ornaments above the elbow
18. The Keyiira (armlet)’ and the the Angada (arm-
band)?® are ornaments to be worn above the elbow.
Breast ornaments
And the three-stringed necklace (tresara)” 15 the ornament
of the breast.
19. The suspended pearl nechlace, the flower-garland
and the like, are ornaments for the [entite] body.
Wasst ornaments
And the Talaka® and the golden thread (siitra)® are

ornaments of the waist.

3 Katakab (varkz, K). Ag (Ic.) reads the term differently.  He says tens-
ketr siksmakataka-riipa,

¢ Anguli-mndrd—In later times the two membets of this compourd word
(anguliys and mudrd) gave nse to two different synonyms for the object (ring)
denoted by 1t

17 ? This scems to be very rarcly mentoned in Skr.  Discrature,

¢ This word is the same a5 Bengalt bala,

3 This scems to be 2 variant of the word rucaks, See note 4 below.

4 Its seems to be the eiidi (Bengal) from the original cadika.

18 ! To be worn above the elbow, Keyfre Larpars (Rirpare) syordbvatab
(Ag. T c.). but ke babuiose yants sty keyiiram, Ksirassimin on Amara, 1L, 6 107,

* To be worn above the keywra. Tayor {=keyirayor) drdbve 1v angedem
(Ag.le).

* Trsara—triszro mukiilatatrayens (Ag le).

19 ! To be worn below the navel; telakam nibber edbab (Ag. Ir)

*To be worn below the talska, Tasyipyadbab sisrakam (Ag. Ic).
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20. Uses of the ornaments for males sh .
thus in case of gods and kings. I shall now spe the

ornaments for females.

Ornaments for females:) Head ornarse .

21-22. The Sikhipida’, the Sikhavyala , th- Pindipatra,’
the Crest Jewel (cidamanid)', the Makarnka® the pear-net
(msuktd-jala)* with large large meshes(lit as big ascow’s eyes)’
and the [ordinary] hair-nec ($rsq3ls) are ormaments of the
head

22-23. The Tilaka on the forehead should be produced
by many artistic touches, and by group of designs above the
eycbrows should mitate flowers.

Ear ornaments

23-26. The ornaments of the ear are the Kundala, che
Sikhipatra® the lotss of the braid {of haus] hung wih a
string, the Karmh3', the Karnavalaya®, the Patrakarnihd’,
Avestika® the Karnamudea® the Kargotkilahd (ear top), hung

zre22 ¥ This 13 same as citdipais mennoned m Megha, 1L, 2.

* Ag. explams this as n3geb granthsbbir wpambaldbe madbye karmki-
sthamiysh, and adds to explin pindipatrs as twsyu.s dalssandbinstay:
atra-racanine vartalans plering  pindipairine

* Sec otz 2 above,

2 The samte as mentioned 13 15 above,

® Ag. reads this makarapasram. Isic mod Bengalt mikadi (=*mikari) ?

& Thrs 13 the same word which eccurs i3 Megha, 1. 64

1 No bezd omament with this nam= seems to occur anywhere else.

23-26 * Ag. (I e) reads fikbiparrs and expluns this as fkbipatra maydra-
prechikire viaitroranasmiameractab,

2 This was never met with before.

3 Thas 1s pechaps the sames as mod  Bengali kindily=kannazsles>karraras
Liye,

4 This was mever met wich befare *sbed.

* This crmament 15 sull 10 usc among women of backward classes
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with a string, the various kinds of the Dama—patras’ set with
fewels, and the Karnapiira®,

The Tilaha and the Patralehha® arc ornaments of the
cheeks®.

26-30. And the Triven? is to be known as thie ornament
of the breast. The two eyes are to be touched with collyrium
and the hps are also to be painted. The tecth will
have vaneties colours and the four of them may have
whiteness When dyed with turmeric their beauty 15 enhanced.
Pearllike teeth of beautiful young women embellish
thar smile, and the teeth dyed with the colour of lotus-
petals will be lovely, and when dyed with colour of
stone the lips will atrain the beauty of a blossoms. And
an amorous look will constitute thesr charm.

Neck ornaments

30-31. The peatl-nechlace, the snake-group(vyala-pankti),'
the Manjari®, the jewelstning® the jewel-necklace® and the
neck-chatn (sittra)® are ornaments of the neck.

31-32. The necklace with two, three or four strings
as well as a [gold] chain, is the ornament of the neck’.

7 Thesc were possibly made of 1vory.

® The well-known ear ornament

9 The same 28 patrabbanga (drawing decorative designs with scented pige
ments)

30-31 ! Ao ornament with the sozke-monf; see above 16 pote 1, This
was never met with before,

3 Maiyari—This was never met with before,

3 Ratnamalika—This 15 to be dustinguished from retndveli (see note 4 below)
which 15 a bigger necklace; for the word malkta means a small mals,

¢ Ratnzvals—See note 3 above.

§ Sitra (lir. thread) evidently means a thin threadlike necklzcs made of
gold; cf, kanakasiitra in Paficatantra L (viyess-dampati-keths)
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Breast ornaments

32-33. The necklaces with the most arc ¢ .~
to be ormaments of the breasts

The jewelled net is the ernament of the bac.

Arm ornaments and finger ornamen:

33-34- The Angada (arm-band)' and the bangles (valaya)®
are crnaments of upper (lit. the root of the) arms

The Kharjiira® and the Ucchitika® are ornaments of the
fore-arm.  And so also are Kalap:, and the Kataha

34-35. The Hastapatra," the Puraka® and the nng

(mndrinigaliyaka)’ ate ornaments of fingers.

Hip ornaments
35-36. The Kafic* with a net of pearls, the Talaka,
the Mekhal3, the Radind and the Kalipa ate ornaments of the
hip (froni).
36-37. The Kifidi is [a girdle] of one string, the
Mekhala of erght, the Rasani of sixtech and the Kalapa® of
tweotyhve strings.”

32-33 ! Ornaments of the back have gone out of fashion,

33-34 ' Itis now-a-days called gmamtz in Bengalt

? Kilidasa™s Yahsa (Megha, I 2) had a kand of vdeys antus prakostha
{forc-2rm).

2 This scems to have imitated date fruts,

£ Ucchitski—This was not heard of before,

34-35 * This was never met with before,

3 This was never met with before, There is, however, an ornament  basta-
sitra (Sce Apte, 1ub voce).

* This compaund term was not met with before,

35-36 1Al the ormameats except Bulibs have besn defined in 36-37
below. Kultbs scems to be a girdle of the speaal kind,

35-37 ' Kalipa scems to have been used by Kildasiin the sensc of a
necklize tn Kumira (1, 42).

2 The passage scems 1 be munlated.  For the def, of the alsks 15 missing.
Probably it had foar strings of pearls,

53
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37-38. In case of goddesses and queens, these should be
a combination of thirtytwo, sixtyfour or one hundred and
aght strings.

Ornaments of ankles

38-39. The Niupura, the Kikmni, the stnng of
bells (ghanttkziala) and the unging Kataka' are the ornaments
of ankles

39-40. The Pida-patra 1s the ornament of the shanks
(jamgha), and the toe-nngs that of the toes, and the Tilakas
on the big toe are ornaments of the fecr.

40-41.  Similarly {an addittonal decotation of the feet]
will be the lac-dye applied to them n various patterns to
impatt to them the natural colour of Asoka blossoms.

41-42. These are the decorations of women from the
hait to nails [of the feet].! Considering the Psychological
States and the Sentiments these are to be applied [in different
parts of the body].

42-43. These [ornaments] are to applied also after a
consideration of the popular tradition (dgama),’ measurements
and the colour of the body and practices mentioned 1n
Vidvakarmi’s work.”

43-44- [In dramauc production] one 1s not entitled to
decorate Lumbs freely and at one’s will, with gold, pearls and
jewels,

44-45. Applied with a sense of proportion and pur on

38-39 ! Hollow bangles within which small stone chips are lodged,

39-40 'This was never met with before Ag (p 431) reads tilakd in
vicitraracanakrea,

41 42 ' Ag.(lc) @-nakbid—alaktaka-ragaparyantam.

42-43 " Ag (I c) explains agama as spadanskaranam.

* An authonty on arts and erafes (filps) But his work on these subjects
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in proper places the jewelled ornaments will L= 1 o
the hmbs.
45-46.  But in the production of plays ther i not

be 2 use of too many omaments; for these will .« fatigue
[to actors and actresses]” while making profen;ed msvements.

46-37. Moreover weighed down with heay ornaments
one cannot move much, and one so werghed down, s hkely
to be exausted and to have fainc.”

47-48. Hence [in a dramatic praduction] there should
be not used ornaments made of pure gold, bur those
made of lac and inlaid shightly with jewels, will not bring
exaustion [to the wearers in a play]l.  The rules of decoration
are optional’ in case of celestal beings (gods and god-
desses); but the decoration of human females are to be made
carefully.

49. The celelstial females are to be distinguished for
their own roles by means of ornaments and Costumes suited
to the various conditions.

50. Women of the Vidyadharas, the Yaksas, the Nagas,
aad the Apsatasas, and the daughters of sages and gods are to
be distinguished by their Costumes.

51. The same rule applies also to women of the Siddhas,
the Gandharvas, the Riksasas, the Asuras, the godly monkeys,
and human females.

52. The Vid)’idhan women should be made have haus
(71£h3) tied a in vop-knot deccrated with a string of many
peatls, and clothes [completely] white.

53- The Yaksa women and the Apsarasas should have

ornaments of jewels, and the same will the dresses of [all]

4545 A very sensible warmning,
46-47 * See abave 45-46 note.
47-48 ! For gods aze beautiful by nature,
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these, except that che Yaksa women only are to wear the
Sikha.!

54. The Niga women are to wear hke the goddesses'
the ornaments abounding in peatls and jewels, but they are
also have a hood® [in addition to these].

55. The daughters of sages are to wear a single Veni of
the hair of their head, and they should not be made 1o have
too much decorauon.

Siddba women

56. The Siddha women' should have ornaments abound-
ing 1n peatls and emeralds, and their dresses should be of
yellow colour.

Gandhbarva women

57. Ornaments of the Gandharva wemen should be
made to abound 1n rubies.  And they are to carry a Vini 1n
the hands and to have clothes of saffron colour,

Raksasa Women

58. The Riksasa women arc to have saffires as their
otnaments, and their teeth are 10 be made white and the
dresses of black colour,

Goddesses

59. The celestial women ate to have lapis lazuls and
peatls as their ornaments, and their dresses arc to be made
green hihe [the colour of] a parrot’s tal

Monk:y females

60. The women of the godly monkeys ate to have
topaz’ and {sometimes] lapes lazul as their ornaments, and
thesr dresses ate to be made of blue colour.

56 * For the Siddha women see Megha I 14
60 * Puspariga or prsyardzs(?), of, NIA pokb-ry
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61. This should be the dress of celestial
their love-making.  But in special conditions th.
to be made white,

Human females according to thewr countrie
6z. But human females are to have dresees and orna-
ments according to therr places of omgin, Listen properly
about them,
Women of Avants and of Gaunda

63. The young women of Avanti are to have curling
haus, and the women of Gauda' are generally to have bais
curled, and they are to have the Slkhipis'a and the Veni.

Abbira women
64. The Abhira women are to have two Venis, and
their heads generally have an encircling band and their clothes
should mestly be blue.

Women of the North-East

65. The women of the North-East ate to hold up therr
Sikhandas, and in dressing themselves they cover the bady up
to their hair,

Women of the South

66. The women of the South are to have Ullekhya'
with Kumbhipadaka,® and Avarta® on the forchead.

67. Thus, hair-style etc,, dresses, ornamemts, and
application of razor relating, [to the head], hair-cutung

63 1 Probably the dutrictof Malda and neightouting regions of North
Bengal.

65t Ullzkbya is probably connected with Bengali wlks (rateo).

2 Probably the fizurs of 2 jar in tateo,

3 A grealay puack ia tatro,
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erc. should be regulated for the remaining characrers according
to their habitation and birth.!

Ornaments to be worn m the rght place

68. An ornament and such other things not put on in
1ts proper place will create no beaury; for by weannga
Mekhal3 (girdle) on the breast one will create laughter.

Dresses to sust the condition of femzles

69. Sumlatly, the condition of females whose lover has
gone abroad and who are afficted with musery, are to not to
have a clean dress, and they are to wesr theur hair as a single
Veni from the head.

70 The dresses of women who are separated from thear
lover, should be white, and they arc not to wear many orna-
ments and not to mahe a toiler.

71 Such should be [the dresses] of women according to
thexr habitation and the condimion [of existence]. Now 1 shall

speak about the proper dresses of men

Painting the limbs

2. But in therr (1.e. men's) case the producers of plays
should first of all paint the limbs, and then Costumes accord-
ing to their habitation sHould bz provided.

Four ongmal colonrs

75- The four origmal (lit. natural) colours are blacl, blue,
yellow and red; the limbs should be painted with these.

74+ These are the primary colours, and there are besides
derivative ones and minor colours, ¥ shall speak about the
ways in which the producers are to make them.

67 1C. 2dds one hemisnch (C. 6%a) before 6=, which in trans. 15 follows.
Courtezans are to have the decoranon [of the body] according to their chower,
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Derivatiee colours

75- The blutsh whate (kzrandaza) colour, 15 ¢
of the white and the blue, and the yellowish w or
{p3nda) of the white aad the yellow.

76. The lotus {psdma) colour 1s made up 0. the white
and the red, and the green (barst) colour, of the yellow and
the blue

77 The dark red (k2siya) colour 15 made up of the blye
and the red, and the pale-red {gaurs) colour of the red and
the yellow,

78- These are the denvatne colours. Besides these
there are [many] mmor colours which may be made up of
three ot four [ongimal] colours.

Minor colosirs

79- Of these, the strong colour should form one parc
and the weak colour two pacts, but the blue colour should be
tahen as direceed below.

8o0. The bluz should form only one part while the other
colours will form three parts, for the blue s known to be the
strongest of colours.

8r. Knowing thus the rules of colours which are to be
prepared by mrung them vaniously, one should pant the
body of differenc characters.

82. The punted body on changing 1ts own Costume 15
to be considered as a matter of convenuon (nZtyzdbairmas)
as beloning to dramatss personse.

83. Afeer covering the body and its colour by means of
panes and cosmetics an actor sheuld assume the nature of the

person whose character he 1s to tepreseat.
84-85. Just as che soul [of 2 man] after renouncing the

83 * Cosdys iz the exaended texe 1s 2 cass of soleqisma i the enginal texe,
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natute proper to one body assumes another character” related
to the body of another animal, so a person having [a different]
colour and makeup, adopts the behavioutr connected withthe
clothes he wears,
Living besngs
86. The gods the Danavas, the Gandhaivas, the Yalsas
the Raksasas and the Pannagas (Nigas) are called living be-
mngs, ffor] they i the present case constitute the body of
the soul.
Lifeless objects
87. Hulls, palaces, mechamical contrivances (y antra)
shiclds, armours, banner-staffs and +anous weapons  are
known as hifeless objects.
Lifeless objects an buman form
88. But whenever necessary (lit. due to a reason) they
may assume a human from with [suttable] dress and  speech’
according to the dramatic convention.
Panting the limbs
89. After learning the rule of making colours one should
paint the limbs [of the dramates personae] 1 conformity with
their habitation, bicth and age
Colours for gods
go. Gods' as well as the Yahsas and che Apsarasas
should be pamted reddish jellow, and Rudra, Arha (the Sun)
Druhipa (Brahm3) and Shanda are to have the colour of geld.

8485 ' Thus statement 1s based on the belief that man can chaage himeelf
nto any animal afrer utteriny proper mslres,

86 1Cf XXV, 2223, Here the author seams to speal agamst the
bringing living creatures on the stage. The samsis the case with 200207
below,

83 *SechBalal
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91. Soma (the Moon), Brhaspats. Sakra (Indra * _ |
and the stars, the ocean, the Himilayas, and Ganga Lan
ges} are to be made white in colour.

92. Afgiraka (Mafgala=Mars) should be part d red,
and Budha and Hutidana (Agni) yellow, and Narayana and
Nara as well 2s Vasuky should be dark blue (fyimJ)

Colour for dems-goods

93. The Daityas, che Dinavas, the Rihksasas, the Guh-
yakas, mountains, the Pifdcas, Yama and the sky are dark
blue in colour,

94- The Yaksas, the Gandharvas, the Bhitas, the Pan-
nagas (Nagas), the Vidyidharas, the Pitrs and the monheys
are of varrous colours,

Colotirs for buman besngs sn different regions

95. Human bengs who dwell on the Six Continents®
{saz-dvipa) are to be panted 1n the colour of burmshed gold.

g6. Bur among the tmhabitants of Jambudvipa® where
men of vartous colours live, every one except those who dwell
in the Norch Kurn region should be gtven the colout of gold.

97. In BhadriSva® people should have the white colour,
and in Ketumila®, they ate blue.  But 1n the rest of the sub-
continents people should be made reddish yellow (ganra).

Colonrs for Bhbirtas and dwarfs

98. Bhatas are Lnown to be of various colours, They
are dwarfs with odd faces and may have faces of boars, rams,
buffaloes and deer as well'.

95 * Other than Jambudvipa, see below g6-57.

g6 I Jambudvipa here means probably Asia

97 * Thus 1s a dininioa (carss) of Jambudvipa, probably Iran.

3 This §s another diviston of the Jambudwps, probably Cenmal Asa,
I all there are nioe such divisions

g3 1 Cf Beddhacanta, XIIL 19, 23
54
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Colours of people of Bbirata-varga

9g. Besides, listen now about the differefit colours ot the
people of Bhiratavarsa. Kings there shonld be of lotus colour,
or darh blue or reddish yellow [1n compleion].

100-102. And the happy mortals there are to be tnade
of the reddssh yellow (ganra) colour. Those who practice vile
acts, are possessed of evil spinits, diseased or engaged 1n penance
and 1n labotious work, and arc of inferior birch, should be
made brown (e-sita, ht. not far). And the sages should
always be given the colour of plum (vadars). But brown
should be the colour of sages obscrving penance (taps).

102-103. And out of any necessity and also according to
one’s (author's) pleasure, colour of persons may be vatied
according to their habitation, birth and age.

103-104. An eapert in [dramauc] producuon shonld
pawnt persons after knowing their place of 2ction, and ume
of action, birth and the regron of the earth they duell wn.

Colonrs of different tribes

104-105. Kiritas,' Barbaras® Andhras,” Dramilas,®

104-105 ¥ Colours meanioned 1n this and the following passages probably
show that the groups alleted a2 speasl colour are appreximately of the s2me
complexion and not actually of the colour mennoned.  These passages seem o
give 2 valuable informanon about some ethnologptal fearures of ancent India,
Pre-Aryan people including the Dravidians (Andhras and Dramilas) were not
fair 10 complexion.  The separate mention of the Southerpers after Andhras
and Dramilas (Dravidas) taken along with come Northern wibes like the Kafis
and hosalas, seems to show that the N§ bere records the tradidion of their ones
{ving in the North, Kuitas—a hill tnbe probably living in the Himalayan
tegton; see Mbh. X1l. 207, 43.

t Barbaras—Some pon-Aryan tnbe mentioned very rarely in Ske, hterature
(Mbh XIL 207, 43).  This may be a synonym of Mltccha 23 well,

* Audhras—This tribe is well-kpown 1n hustory and lirerature. See XVIIL
44 oote,

* Drawilas~Kaown 15 Pzl (Mabavamsa) as Damila (modera Tarm).,
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Kaits,® Kosalas,® Pulindas’ and the inhabitants ot tn > o
are mostly known to be brown (asrts, lir. nor whire

105-106. Sakas,) Yavanas,” Pahlavas (Pab-. 2 ; 1 d
Vihlikas (Bihlikas)t who dwell in the North,” s 111 be
made almost reddish yellow.

106-107. Piicilas,” Sdrasenss,” Odras,’ Maizadhas,*
Afigas,” Vangas® and Kalingas” should be made dark or deep
blue (fyama) in complexion.

Colonrs of different castes

107-108. Brahmins and Ksatriyas should be always

made reddish yellow' and Vardyas and Siidras dark or deep

8 Kifi—The tnbe after which the ancient kingdom of Kai and the cuty: of
that name were known It last 1ts separate entity before the ume of Buddha,

€ Kosala—The tribe giving name to the ancient kingdom of Kosala,

? Pulinda—An aborigmal people living probably in the Vindhya region.
Sce Mallinitha on Raghu, XVI 323 also Panha L. 1, and Niyal 1.

# They may be members of Kol and other tribes living in the South,

105-166 ' Saka—Hordes of nomadic tribes on the outskirts of North
Indizn plains, mentioned 1n Maau X 44.

2 Yavana—Probably the same as the people mentioned 1n Panini

® Pahrava (Pahlava)—Usually taken to mean Parthians who annexcd the
Woestern Punjab in about 140 B.C

€ Vihlika (Biblika)}—Inbabitants of the regon known as  Balkh settled on
the Beas 2nd other rivers. See Ram. 1. 68 18-1g and also Mbh, YIIL, 7, 41,

% The tnbes mentioned here came from their home 1n the North-West,

106-107 1 Paiicils trbe 1s well-known in Mbh.

1 $Grasena—The tmbe which once sertled around Mathuea, It gave des
name to the principal Pkr. of the [edan drama (Saurasens)-

2 Odra—The name of a tribe after which the modern Ornissa (Qdavisaya)
was pamed Sec Mann. 10, 44

¢ Migadha—The wmbe after which the ancient country of Magadha was
named,

5 Anga—The tribe after which the ancient country of Afiga was named.

¢ Vangz—The b after which the anaent Yanga (South-East Bengal)
was mamed.

107-108 1 Reddish yellow colout{ganra) assigned to Brahmins and Ksatnyas
probably show that when the vacious theatnical conventions weze erystaluced,
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blue (fy7ma} in complexion.?
Rules for the beard

108-109. Alter painting the face and other limbs
according to the rules one should provide beard to persons
after considering therr habitation, profession and  religious
rites.

1og-110. The beard according to the change of conds-
tions o} pzrsons should be of four kinds:ii white (fuddba),
black ($yama)’ smartly done (vrertra)’ and bushy (romais,
lit. hairy).*

y1o-r1x.  The beard of religions mendicants (lgin)’
mumsters, chaplains and persons who are indifferent to sensual
pleasure” or have consecrated themselves for any rcual® should
be made white.

x11-113. The beard of celesnal males, such as the
Siddhas® and the Vidyidharas,” hings, princes, officers of the

king and persons who are gallants and  proud of their youth,’

these two scchons of the society snll retaned therr originsl Aryan
features one of which was ceratainly the eolour of their shin  The dark colour
of the Vaifyas td Sidras similarly shows in all hikelihood that these were not
Aryans or Aryans of the pure type. ? See not I above,

1og-130 ! But according Ag. Swddbe means dean-shaven, (kswrevs seroedi
visitem,) He emdendy assumes his contemporary fashion In the past,

* Syims—ocrdanarily black in ¢olour; but see above.

3 Viatra—cut or done in a speaal fashion

4 Romais—bushy, romaiam i yatbotpennsm {Ag. le), ‘bushy means 2s
they arc maturally grown®, The last three classes do not seem o be mantnally
exclmsive.

no-iry  Ledgeim—gmmriamamensal 9wl 33 g R st
wmfaar @l (Ag)

* Madbyssibi—wqeqmn gfa Sroammameg g (Ag).

3Even now the custom among some Hindus istharthey shne them-
selves clean before consecrating themselves for some special hind of deios and
partra rites

112-153 " A dass of demigods  See Kumira, 1,35,

% A class of demigods  See Bharurhari's Vair, $az 24.

3 Ag. says fﬁ‘.ﬁr_-n’ﬁw m‘t\m’m’rﬁ e (p. 434).
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should be made smardy done (vicitra) by the ¢
plays.

113-114. The beard of persons who are » 3
having fulflled their promise, and are ascetics «r ~. . ocen
struck with any calamity, should be made black,

I14-115. THe beard of Vedic seers, ascetivs and persons
observing 2 Jong-standing vow, and of those who are bent on
revenge should be made bushy (romass).

Rules for different Costumes

115-136. Thus the beard should be made of different
kinds. Ishall now spesk of costumes suited to different
occasions.’

116-117. Clothes coming from many marts are of
vatious kinds. They are [chiefly] of three kinds: white,
red and variegated.

117-118. Costumes are of three kinds: white, varie-
gated and soiled (malima). 1 shall now explain their difference
according to use made by producers.

118-120. In going to the temple of gods, observing
some auspicious rite or 2 vow or at the conjunction of some
Tithis and stars, or at the time of marriage or any other sacra-
mental rites, men and women should have whitc costumes,
and the same is the rule for disciplined man in genenl.’

120-121. Costumes of gods, the Dinavas the Yaksas,
the Gandhanvas, the Uragas (Nagas), the Raksasas, kings, and
people of foppish nature should be variegated.

121-123. Costumes of old Brahmins, leaders of ban-
kers” guild, ministers, ch:plnins, merchanes, ascetics, those

117-528 1 See above 358
p18-120 ! Thisis the interpretation of Ag.
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who occupy the same positmn‘ as the Brahmins, Ksaeriyas,
and Vaisysas should be white, 1n 2 dramatic production.

123-124. Costumes of [unatics, intoxicated persons,
wayfarers and  persons struck  with calamity  should be made
soiled.

124-125. In case of costumes of the white and varie-
gared class, the experts in dramatic theory should provide
upper garments of white, red and vancgated colour, and 1n
case of 2 ditty man, he should be gwven a soiled cloth.

126 Costumes of the sages; the Jain (Nirgrantha) and
the Buddhist ($3hya) monks, the and the Yatis and the Pasu-
pates should be made according to their respective secrarian
rules and with an ¢yc to what may hase influeacc on the people.

127. Ascetics [in general] should be made to wear a
tattered cloth, barks and shin. And the costumes of the
wandering ascetics, sages and Buddhist monks should be
made of dath red (kzsdys) cloth.

128. To the Pafupatas should be given a variegated
dress, and costumes of persons of low bith should be made
as befits thew profession.

129-130. Lo persons engaged in guarding the harem
should be given armour and clothes of datk red (kzsdyq)
colour. The same should be the dresses of females when
they are in special conditions.?

130-131. Costumes of the warniors (hit. heroes) should be
suitable for Aghting a battle, and they are to be provided with
varied weapons, armours with quivers® attached, and with bows,

124-322  * That1s, those who follow professions other than thar which
which were usually prescnbed for them  For example, a Ksatriya acting as 2
teacher, Brahmin acting as a trader or 2 Vaifya as a Bghter, or 2 Sudra 1 zny
such position

1z ! For example, when they act as guards,
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131-132. Kings should always be made ¢+ . . 2
many-coloured dress; but when due to affliccon 1+ . .y
evil star’ they are engaged in any propstiatory rice ri.u cos-
tumes should be exclusivly white.

132-133. Thus should be made the clothes ct persons
(lir. types men and women) of the supertor, the m:ddlmg
and the infersor classes according to their age, birth and other
conditions (lit. qualicres).

133-134. These are the rules of costumes in a dramatic
production, according  as persons attain  different conditions,
and practice good or bad deeds.

Use of masks

134-135. Similarly different masks (pratsfira)’ ate to be
used for gods and men, according to their habitation, birth
and age

Three kinds of crown

135-137. [In the masks], crowns for the gods and kings
are of three hinds: Pardvigata (=Parivamaul)', Mastaki and
Kirigh.! For the gods [in general], the Gandharvas, the
Yaksas, the Pannagas (Nigas) and the Riksasas, the crowns
of the Parfvamauli (Pirévigata) type have been generally
prescribed

137-138. And the Kiriti crown has been prescribed for
the superior gods, and the middling gods are to have crown
of the Mauli (=Mastaki?} type, while the commen (lic.

t34-135 1 Pkt. padisiter=Ske. pratifirsaka (Karp 1), Itis ot liid dewn
anywhere whether masks are to be used 1n all typesof plays and for all
characters.,

135 ! Pirévigita (=Piriva4igata), that which hzs come from the Parfus,
mentioned 1 the Rgveda, Hencea Pirsvigata crown may be the eylinducal
crown used by the Persians,

3 The bridegroom’s gopar (a tall conical hat) 1n Bengal represents probably
the crown of the Kintt type.
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inferior) gods are to have crowns of the Parfvamault’ type.

138-139. The kings should be given crowns of the
Mastaki type. While the Vidyadharas, the Siddhas and
Caranas' should be provided with crowns made up of their
knotted haits (kefa-mitkuta).

140-141. Haws and eyes of Raksasas, Dinavas and
Daityas should be of tawny colour, and they should have
tawny moustaches; and therr crowns and faces should be
treated stmfarly,  And those among them who are of high
type should have crowns of Parévamault type.

141-143. Why are the crowns actached o the heads
of goods and of mortal kings in a dramatic production?
{Answer]. In the Vedic cult there 1s the rule of cuttng of
haws. Weating crown has been sanctioned for a person
who has shaved His hairs 1n connection with a sacrifice,
and would like to cover his head because the hairs are
not long,

143-144 The uwumsters, Kaficuhins (armout-bearer),
leaders of the merchants’ guild, and priests should have
masks with a prece of cloth tied round the head Iike 2
tutban.

144-145. And the masks of the army-leaders (senzpats)
and the ctown-prince should be provided with a small crown
(ardba-mukuta, lit, half-crown) and such should be done in
case of a Mahimatra (high royal officer).

145. Masks of the Dificas, lunaties, the Bhiias,
spinnal aspirants, asceties and those who have not yet ful-
filled their promise should have long hairs.

Rules of dsfferent bairs
156-157. The head [in the mask] of the Buddhists

138-139  ? Caranas ate demigods who sing the praisc of supetior gods,
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{fakya), monks experts in Vedic studies ($rotr:
(Nirgrantha) monks, wanderng ascetics, an. 5
have consecrated themselves for some rites .. N
sacrifice, should have their heads shaven . __ And
according to their [respective] sectarian doctrin. ¢ remains
ing ascetics should bave their heads shaven ot should have
curling hairs or hairs loosely hangmg down.

148-149. Dhiittas (crooks) and those carry on therr
prolessions ar night (ic. thieves, robbers ete.) and men of
gallant nature should bave curling hairs.

149-150. Heads of boys should be adotned with thtee
Sikhandas® and that of the Munis should have a crown
of marted hair (jatz-mnkuta).

r50-151. Menials should have three Sikhis on their head
or will have the head shaven clean. And the Jester should
have 2 bald head or head with the Kzkapada (fit. crow’s
feer).!

151-152.  As for the rest [of persons] the head [in the
mask] should be treated 1n a dramatic production 1n relation
to their habitation, birth and age.

152-153. Thus after intelligently distinguishing different
modes of existence by means of ornaments, varions costumes
and garlands, one should build up imitation of special condi-
tions, from which proceed Sentiments in the produc:ion
[of a play].

154. Men and women having been treated like this
(lit. made to atain these conditions), all Psychological
States of gods should be made human.

149-150  * Sikbaide meoans locks of bair left on the head.  These are three
ot five in case of the Kaaryar (vide Apte s e.).

2 The Usnisa of Buddha irtage is probably a symbol of matred hairs,

150151 * For kikurads see Apteso,
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Safijiva

155-156.  Producers should not prescribe want of twink-
Iing of eyes in case of gods. For all Psychological States
and Seatiments i this world are based on looks, and the
meaning [of words) resting 1n looks arc represented afterwards
by gestures. One should thus know of make-up of limbs,
which relate to different characters.

157. Now I shall speak of the charactenstics of what
is known as Safijiva (=hving creature). The entrance of
anumals [1n the stage] 1s called Safijiva.’

158-159. Animals may be four-footed, two-footed and
with no foot {apada). OFf these, serpents are without foor,
birds and men are two-footed, and different animals 1n the
fotest or 10 human settlements are known to be fourfooted.

Use of weapons

1,59-160. Those who are engaged 1n fighe, angry conflice
or siege, 10 a playare tobe given difierent weapons® in a drama.

160.161. Woeapons should be made by experts with
proper measurements. I shalt now descnibe these together with
the rules for their measurement.

161-162. The Bhindi should measure twelve Tilas, the
Kunta (avelin) ten and the Sataghni, the Sila (spike). the
Tomara and the Saht: (spear) eight.!

162-163. The bow should measure eight Tilas, and its
width' should be two cubits. Arrows, mace and the Vajra
should be four Tslas long.

157 ' This seems to show clearly that sometimes lving animls were
brought an the stage. This was, however, not the general rule, See XIIL 106-107.

15g-160 3 See Ag. on ths peint.

163-162 ! For the measurement of Tali see 11l 21 note.

152.163 ! ‘Width" here means the distance between the bow znd the
string at the time of shooting an arrow.
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163-164. The sword should measure fore -
the disc (czbra) twelve and the Prasa the latter »

1,6_.;-1,65. The Pattisa will measure ike - d
the rod {(dands) should measure twenty An_ - the

Kampana (Kanapa) will be of the same measure

165-166. The shield (carma) should be «~- :1 Angubis
n width and two cobits 1o length, and it should have
Vilyas (hairs?) and bells atached to it Khetaha {nder’s
shicld) should bz thircy adgulis in width [and two cubits 1n
lengzh)®,

Use of other Obpects

167-168. The Jayjara’, the Dandakistha®, masks,
umbrellas, chowris, banner staffs, and water-jars (bbrigars)*
and every other thing that men mahe usc of, are the acces-
saris in [the production of] a play.

168-169. The characterisucs of all these are to be
considered by those to whose sphere they belong. Now I
shall speah of the characreristics of the Jarjasa and the
Dandakistha.

Indra’s Banner-staff
170. Trees grown on white soil and cut down under
the Pusyi astensm have been made eligible for Indea’s
bannerstaff by the great Vigvaharm3a®,

Tha Jarjars
171-12.  Some of these trees should be [fashioned
into] the Jarara by a carpenter.  The branch of atree
may also be [made] the Jarjara®. But 2 bamboo will

167-268 *Sec (737 2Sec | 55-61notcz,  * See L5861
170 15¢2 Ag.on tus parit,
r71-172 ! See above 167:165 gotz 1
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be most suitable [for this hind of work]. Ishall speah
about its characerstics,

172-173. A bamboo grown on white soll and (cur
down) under the Pusya astenism, should be carefully gathered
with an observation of proper rules. lts joints should not
be much developed, 1t should not have branches and should
not be worm-eaten.

174-175. As to s measurement, 1t should be onc
hundred and eight angulis (4% cubits) long, and should
have five secuons and four joints, only one Tala in circum-
ference.  But s jomnts should not be very prominent (lit.
thick), and 1t should neither be worm-eaten nor scratched
by friction with other bambeos,

175-176. After smearng 1t with  honey and ghee,
and worshipping 1t regularly with gur!ands and 1ncense,
one should gather a bamboo for mahing a Jarjara.

176-177. The ceremontes and therr  order”  which
have been prescubed in case of [consecration of] the great
Indra’s baonner-staff, should be obsened also in case of the
hely bamboo [for convertung it into the Jarjara ]

176-178. It many have long and short sections.
Bue when the top of each of these sections ts perfectly round,
it 15 called the holy bamboo®.

178-x79  This 1s the rule in connexton with the
chatactenstics of the Jarjara. I shall hereafrer speak of
that of the Dandakastha.

The Dandakastha

179-180. The Dandakdstha’ should always be made
of the Bidva or the Kaputha cree or the bamboo. It
should be curved® and have three bents and should have

176-177 2 Sce NS 111 53-758
179-180 * See NS. 1. 58-61 note 2
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{good] chatacteristics,

180-18z. That which is neither worm-. r. 1
diseased, and has small (lir. poor) branches, 1« 1.4 che
Dandakastha.

181-182. He who well get fashioned the Jarara and
the Dandakistha devoid of the said  charactenistics, will
cettainly sustain a great loss,

Making of masks

182-183. Suntlarly one should prepare with proper
measurement the Pati for making the head. The mesure-
ment may be one’s own or it many be thirtyrwe  Angulis,
The Pati should be made by using the Bilva paste on cloth.

184-185.  Masks should be made with ashes or husks
of paddy being mixed up with the Bilva-paste or some
watery form of 1t, after covering these wuth cloth smeared
with the thick Bilva-paste.

185-186. The Pati [thus ptepared] should neither be
too thick ner toe thin, and neither should 1t be made
too soft,

186-187.  After getting it (the Pat) dried up by Fire
or the sun, one should pierce holes in 1t according to
the rule, by means of a sharp instrument, and these holes
should be made after dividing 1t into two [equal] balves.

188 Tn the Pad so prepared an openmng stx Angulis
long and one Angulr wide, should be made according to
one’s own measure, in the form of the forehead, and it should
have [rwo] angles [at the two end].

189. Then [a pair of] openings two Afgulis long and
onc and a half a Afguli wide, should be made for the
checks, and after [this has been done for] the cheeks,
[other openings] threc Afgulis mere [in length] arc be
made for ears
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1g90. The opening for cars being three Angulis' long
the same should be the length for the opening of the
mouth, and afterwords the symmetwical neck {awata)’
should be made cqual to twelve Angulis.

191-192, So much about the rules for the cutting of
openings in the Pati for covering the head. On this are to be
placed vatious forms of crowns set with many kinds of jewels,
and decorated with different artistic designs.

Other accessories

192-193. And at the production of a play (lit. here)
one should use diffetently in relation to dramates personde
mapy hinds of zccessories (wpakarana) demanded by the
art of theatre,

193-194. Now, all the manufactures or crafts that
are executed n this world of moving and wmmobile objects,
are to be known as the accessories mn [a petformance].

194-195. [And to obrain them] one is to go to 2
country which has got it, For [obtaining] such accessories
in a dramatic production men have no other means.

195-196. One who produces an [ordinary] object of
are, prescribes 1ts measutement and d::scriptmn.l

196-197. Large objects which require much iron to
make them are not for our theatrical productrions. Why?,
Because they create faugue [in actors].

197-198. Imutation of any object which exists 1 this
world of lving being, with different characteristics, may
be ncluded 1n the accessories [to be used] mn the pesformance
of a drama.

198-199. But palaces, houses and vehicles and various
weapons, cannot be produced for the stage realistically (lic. 1n
due manner)
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Realistic and Conventional objects

199-200. Some accessortes, [however], w:
while others will ke Conventional. Any thing t >
natural form i1s called Realistic, while any deviar . 1 the
same will be known as Conventional.

200-201. Accessories for use on the stage soould not
be made with stone (pagasira) as well as 1ron tor these due
to their heaviness will create fatigue [in actors]

201-20z. Objects which are light 1n handling should
be made with lac, wood; leather, cloth, Bhindz and shced
bambao, for their use as accessortes 1n a dramatic ptoduction.

202-204. Sheleton frames of armours, shields, banner-
staffs, hills, palaces, peaks of mountains, harses, elephants,
aenal cars, and houses should first be made with pieces of
shced bamboo, and then these should be given lihenesse of
such objects related to Psychological States, by coverng
them with cloths of requisite colour.

204-z05. Bur if it is not found possible to use cloth
suitably for this putpose, then palm-products and marts
(sl:fija) may also be used instead.

205-206. Stmilarly weapons of vanous forms are to be
made with grass and picces of sliced bamboo, and with lac
and Bhanda." .

206-207. Imitation legs, heads, hands and skin should
be made in their Likeness with grass, mat and Bhanda.

207-208. All the arucles should be made with earth
in varfous forms in imitation of thetr proper forms.

208-209. Various hills and  shields, armouts, and
banner-stafs are to be made with Bhinda, cloth, bees-wax,
lac and sheets of mica.

205-206  Bbenda K, bbunds C. e (ﬁt‘:‘) m-a?gnf{ﬁt Ag.
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209-210. And fruits and  flowers growing in various
regions, and the various ornaments (bbanda) should be made
with lac.  Similarly they may be made with Bhinda, cloth,
bees-wax and very thin copper-sheets

Maksng of ornaments

211-212  Jewels should be made with thin sheets of
mica coloured with indigo or other plants or seeds, and
these should be mounted on very thin sheets of copper or tin.

z12-213. The different kinds of crowns of which I
spohe before, should be made dazzling with loosely attached
pieces of muca, so that they may shine lihe jewels.

213-214. In cases ot [all] these objects, anstructions
[for their making] have not been mentioned 1n the Sastras.
One must act according to the directions of the Acirya and
be gmded by relevant reasoning.

214-215.  This ts the rule of action regarding the future
mortals, [that should be adopted wn dramatic production].
Why 2. Because want of suffictent strength will occur
men [of the furure generation].

215-216. Mortals of poor strength should nor make
any [undue] physical eaertion, and hence 1t is not desirable
that their crowns cr ornaments should be made with gold
and jewels.

216-217. For m battle, personal combat, dance and in
representing acts of challenge, persons burdened with heavy
weight will fee] fatigue and may even faine,

217-218. When the actor is overcome with pain or
fatigue or is fainting, his performance is spoilt. One may
even endanger his life by making movements with difficuly
under such conditions.

218-219. Hence ornaments are to be made with thin
sheets of copper, coloured sheets of mica, Bhanda and bees-
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wax covered with thin sheets of mica or mica dyed
and green.

219-220. Thus by following the popular rra .. or
exercising one’s own discretion one s to mahe p upedy
theatrical accessortes.

Use of weapons on the stage

221. No missile should be released on the stage, and
no weapon should pierce or strke anyone. They should
simply touch a spor, and the weapons are to be used only o
make a gesture [of an attack).!

222. One should release missiles on the stage after 2
training for 1t or this craining sheuld make him capable of
creating an illusion tn this regard.

223. Any [relevant] nstruction which I may have
omitted regarding the present topic, is to be gathered from
the popular usage (hit. people). Thus 1s all about che Extrane-
ous Representation that I was o teli you. I shall hereafter
speak  of the Harmomous Representation on the stage
(samanyibbinaya).

Here ends chapter XXII of Bharata®a Nacyadistra,
which treats of the Extrancous Representation.
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CHaAPTFR TWENTYFOUR
HARMONIOUS REPRESENTATION

Importance of Sattva
1. The Harmonious Representation (:Em?xnyﬁbbmaya)‘ is
known to depend on Words and Gestures.  [Among these]
one should take special care aboutr the Sattva’, for the
dramatic ptoduction has this as s basis.
2. The Histrionic Representation with an exuberant
Sattva s superiot, the one with the level Sattva 1s middling,
and that with no [exercise of] Sattva is inferior.

Defmstion of Sattva

3. Sattva as something inwisible, but it gves support
to  DPsychological States and Sentiments by means of
hortipilation, tears and similar other signs displayed in proper
places and in harmony with the Sentiments [to be produced].

Femnne graces in a drama

4-5. Dramatic experts know the young women's Graces
(alamkara, lit. ornament) to be the support of Sentiments in
a drama,” and these consist of changes 1n respect of theit

faces and other limbs. OF these, firstly the change of limbs

1 Ag seems to have no very convineing explanation a3 to why simanya-
bhingya was so called.  He discusses it from different pomnts of view (pp. 436+
430). From the contexts of this chapter as well as the def. given here mn
72 below, 1t appears that the expression means harmontous use of the four kinds
of abbingya (V1. 23), 2nd as such 1t should be distinguished from the atrabbi-
naya (KXV1) which applies only to the special representation of various objects
and 1deas 2 See VI 22 note,

3 '5ee VI 22 note,

4-5 ' CL. DR. IL 30a; BhP. p 6, 1.20; ND. p. 203,
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(angaa)’ is of three kinds next che natural (szha, .,
of ten kinds, and involuntary (a-yatmaza)* chan_-
kinds.
Pbysical Graces of women

6. Feeling, its expressions ordmnary or grac.tu' arising
from one another betng different aspects of Sattva 15 connect-
ed with the physical nature.!

Origin of Graces

7- Sattva partakes of the nature of the body, and
feeling (bbav) arises from Sattva, while 1ts ordinary expres-
sion (bav1) from fechng, and s graceful expression (beld)
from the ordinary one.’

Ordsnary expression of Feeling

8. Bhiva 1s so called because of 1rs representing
{bbavayan) the inner fechng of the play-wright by means
of expression coming from specch, limbs, face and Sattva.

Graceful expression of fechng

9. Sattva with excessive feeling  (Ghava) [manifesls
itself] in relation to persons of the opposite sex. And the
ordinary expression (bava) should be marked as refating to
its various conditions.®

to. In the same connexion (lit. there) Emotion (bdva)
should be known as arising from the mind (atta) and
manifesting itself in changes of eye-brows and the Recaka of
the neck, indicative of the Erotic Sentiment.?

2 See DR, 11, 30b; ND. p, 203

% See DR. 1L 32-332; ND. p. 203.

4 See DRUIL 313 ND.p 203,

6 1CE DRI, 30b,

7 ' Ci DR. 1L 33b-34b.

8 *Cf DR.IL 33b, ND. p, z04. BkP, p 8. 1.4-10.
9 *See below 10 note 1, K, reads ga as

to ! According to ND. (p z03) the bbiva relates to 2 shaht m:n:f::uunn

N (TIN
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11.  Everyone's ordinary feeling, which depend on the
Erotic Sentiment, and reveals itself through graceful move-
ments (lalitdbbimaya) 15 called the graceful expresston of
fecling (beld) by the wise

Nataral Graces of wamen

12-13. The ten natural Graces {elamkars) of women
are., Sportive Mimicry (filz), Amorous Gesture  (vslasa),
Dushabille (vscebstts), Confusion {v1bbrama), Hysteneal Mood
(krlaksiiesta). Manifestarion of Affection (motszysts), Prerend-
ed Anger (kuttamits), Affected Coldness (bibbokd), Lolling
(Izhita), and Wanr of Response (vibrea).!

Sportive Mimiery

14. Imitating the behaviour of a lover by means
of relevant words, gestures and make-up (slambara, lit.
ornament) which are delightful and inspired by affection, 1s
called Sportive th:cry (lila).t

Amorons Gestures

15. Relevant changes of the spectal kind relaring to the
standing and sitting postures as well as to gait and the
movements of hands, eyc-brows and eyes, [which occur
at the sight of the beloved] are called Amarous Gestures
(vilzsa).!

Dishabille
16. The great beauty that results from the slightly

careless placing of garlands, clothes, ornaments and unguears,

of eronc feclings through words and gestures, while the bivs toa very clear
expression of ene’s emotion through vanous gestures.

11 P CE DRIL 34b; BhP. p 8, Lx3-14 According to ND. (pp. 204-
z05) these three aspects of women's Sarnva depend on one another. Fer
example, the biva depends on the bbdva, and the beli on the biva,

1213 *DR.IL 37b, BbP. p. 9 1 5 ND. p. z05.

14 *CEDR.IL 37b; BhP. p. 9. 1. 5; ND. p 205,

15 ' CE DR 384, BbP. p. 9, 1. 67, p. 205.
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is called Dishabille (vcchsets).

Confusion
17. Inversion of various items such as weor! . s,
dresses, and make-up and Sattva due to nroxicar rasson

and joy, is called Confusion (vsbbrama).}
Hysterscal Mood
18. Combination of isolated states of smuling, weeping,
laughter, fear, sickness, famting, and fatgue on account of
[excessive] joy, is called Hysterical Mood (kslabsiicsta).!
Manifestation of Affectron
19. Manifestation of Affection (mottzysta) occurs through
Spostive Mimicry (/13), Amorous Gesture (vil7sz) and the
hike, when at the mention of the beloved, one is being
asorbed in thought of him.*
Pretended Anger
20, Pretended Anger (kutfamsts) anses on account
of the joy and perplexity in [lover’s] touching the hair,
the breast, the hp and the like, 2nd it is feigning distress
when accually there is delighe.’
Affected Coldness
2%. The indifference which women show [to their]
lovers] on account of vanity and pride, after they have
realised their cherished desire (i.e. conquering the Jover’s
heart), 1s called Affected Coldness (bibboka).!
Lolling
22. Graceful movement of hands, feet, brows, eyes,

16 ! The word is PLr, in form and comes probabably from esfgipes. CE
DR. I1, 38b, BhP. p. g, 1. 8-9; ND. p. z05.

17 ¥ CE DR-1L 393; BEP. p.g L 1o-12. ND. p, 205,

18§ ' CL DR. 1L 3¢b; BhP. p g,k 12. ND. p, 206,

19 * CE DR IL 403, BLP. p. 9. L 13-14; ND. p. 205,

20 ¥ CE DR.IL 4ob; BhP. p. g, L 15-16; ND. p. 206.

21 3 CE DR. IL 4125 BhP. p. 9. L 17-18; ND. p. 205-206.
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lips etc, made by women is hnown as Lolling (lalita)".
Want of Response

23. That due to bashfulness, pretence and nature,
women do not mahe any reply [to her lover] even when
they have heard his words, 15 called Want of Response
(vtbrla)‘.

Involuntary Graces of women

24. The Imoluntary [Graces] arest Beauty (fobki),
Charm  (kanes), Delicacy (midb:rry.:), Radiance (d:pl:).
Self-control  (dbarryz), Courage (Pr?xgnlbb)-a) and Dignry
(andarya)'.

Beanty

25.  Decoration of limbs on account of good physical
form, jouth and loveliness being renderd mamifest afrer
the cnjoyment [of love], ts called Beauty (fobb3)

Charm and Radiance

26. Beauty which is full of a lover’s passion, 15 called
Charm (kant:)'. A high degree of charm, ts called Radiance
(d:{:t:.)z

Delicacy

27. Moderation in the movement {of limbs] in all
conditions, especially in Radiance (dipts), and in Lolling
(lahta), 15 called Delicacy (madbarya),

2z 1CE DRI, 41b, BEP. p. g, 1 15-20, ND, p 206,

23 3 Cf. DR.IL 422; BhP. p g, L 21-22; ND p. 206,

24 Cf DR.IL 31,

25 1CE DRI 3523 BhP. p. 8.1, 15-16, ND. p 207. This def, scems
to mean that a young woman's losehiness is a2ugmented after she has had her

first expenience of loacs enjoyment, and this augmented Iovcliness s called
Sobba

26 *CL DR.II 35b, BRP. p. 8,1 16
2Ct DR, Il 36a; BhP.p. 8, L 17-18, ND. p 207,
27 *CEL DRUIL 36a; BhP.p, 8,1. 19, ND. p. z07.
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Self-control
28 A patural bent of the mind which 1n . s
ts free from rashness and boasting, is called & . trol

(lfbmryz).l
Courage and Dignity

2g. The quality of not becoming agitated 1n speaking,
of acting anything (lit. in practice), 1s called Courage
(pragalbhya)." Courteous beating in all sitwatien, 15 called
Dugnity (andirys)’ by the wise.

30. These [Graces] are tender 1n connexion with
petformance of delicate natute, but [m other cases] they
(s-c. the Graces) except Amorous Gesture (vidasa)' and
Lolling (lalita)' may be brlliant (dipra)'.

Eight aspects of the male’s Sattva

34. Brillianc Character (fobba), Graceful Beaning (vilasa),
Self-possession  {madburya), Steadiness (sthairya), Gravit.y‘
(gambbirya), Spottiveness (Idlxtiz), Nobility (andérys) and
Spiret (sefus) are the difierent aspects of the male’s Sattva.

Brslliant Character

32. Skill [in various things]. heroism, and energy,
aversion to mean acts and cmulation of the best virtues
constitue Brlliant Character (Sobbd, Lit. beauty)'

‘

Graeful Bearing

33. Eyes moving straight, gait as graceful as that of 2

28 *Cf.DR. Ii. 372; BhP. p. 8; L. 25 ND p. 207.

2g 1Cf DR.IL 36b; BhP. p. 8, |, 22; ND. p. 207.

2 Cf. DR. IL. 36b, BhP, p, 8. I 20-22 ND. p, 207,

30 ¥ Sce abave 15.

1 See above 23, [ ¥ See above 26.

3t 3CE DR_IL 10, BhP. p, g.1. 24, p. 10,1 33 ND. p. 197.
32 ' Cf, DR.IL 113, BWP. p. 13.). 2-3: ND p. 197.
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bull, and smiling words constitute Graceful Bearing (erlsa)'
Self-posseesion

34. If due to a[long] practice [in this direction]
one's sense-organs retamn their firmness even when great
changes of the natural state have occurred, it is called Selt.
possesion {madburya, Lit swcctncssl‘.

35. Not reliqushing any undertaking telating to
duty, wealth and enjoyment irrespective of its good or bad
tesults, is called a Tenaaity (sthairys)'

Gfdvl‘y

36. Gravity (g@mbbirys) 1s something due to an
influence of which [outward] changes 1n cases of anger, joy
and tear do not occur’.

Sportiveness

37- Erotic movements and changes fof fearures] which
are pot dehberate and which grow out of a render nature,
constitute Sportiveness (lalita)’

Nobdity

38, Making gifts, bestowing favours and speaking
sweet words to others as well as to one’s own men, «s called
Nobiliey (audiryrd)".

Spirst

39. That one does not twlerate even at the risk of
one’s Ife, any reproach or insult made by others, is called
Spinit (tejas)’s

33 'CEDR IL nib; BhP. p. 10,1, 4 ND. p. 197.

34 !CL DR.1I, x2a; BhP. p. 20,1, 5,

35 ' DR.IL 132, BhP. p. 13. L 16 gives the term as dbeirye, ND. p. 198,
36 1CEL DR.IL 1zb; BhP, p 10,1 7: ND p. tg5..

37 1CL DR.IL 142, BP. p. 10,1, 8; ND p, 168,

38 'CLDR.IL 14b, BhP. p, 10.1 10} ND. p. 157.

39 ' CELDR.IL 13b, BhP. p. 13; L 10, ND. p. 197.
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Hisruomie Representason throngh the ¢

40. O the best of Brahmins, [ have 5, re
about the Histrionic Representation through > I
shall now explain i detml the Histnionc Re . . taton
through the body®.

4r. Thisis sixfoldy Words {vakys), Sici, Ankura,
Sakh3, Nacyiyiea and Nivrtryankura',

Words

42. Recrtatives in Sanshnt and Praher composed in
verse or Plose \thﬂ they PQSSCSS mc:lnmgs glvlng vatious
Sentiments, constituce the Histionic  Representation by
Words'.

Sica

43. When the meaning of a sentence or the sentence
[1eself] is indicated first by Sateva and Gestotes, and then
a Verbal Representation 1s made, 1t is called Suca’.

Ankara.

44. When one skilfully represents by Gestures in
the manner of the Siic3 and having the same source as
the feching which one has in one’s hearr, 1 is called
the Representation of Ankura’.

Sikba

45- The representation that is made in due order

by tHe head, the face, shanks, thighs, hands and feet in

40 1 Seceabove 1439,

8 Iris curious that the author of the NS. is clissifying now sbbsnayan a
different mranner and reckons 1es two broad classes; s3tteaka and Sirre, and gives
their sub-divisions, For a four fold division of the abbiraya sce VI 23

gt 1CE Kalidisa's paicingdbbinays, Milan, L 6.2

42 % This seems to be the sama as the caosksbburtays

43 * Thus kind of representation 1s maialy to accompany sengs and dance.

44 * This kind of representation 1 meant to be combined with dance.

57
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the manner of branches, is known as the $3kh3 Representa-
tion.!
Natydyta

46. The intimation of Histrionic Representation which
is made ac the entrance of a major character by [diffetent]
gesturs for enlivening the ume, and which lasts till the
coming together [of the dramatss personze on the stage]
is called Natyiyita.t

47. The pantomenec  Representaton  of Dhrmnds
relating  Psychological States and Sentiments which are made
by means of delineating joy, anger, grief and the like, 15
also to be known as Natydyra.

Nrreeyaibora

48. WHhen one represents words of another person by

Siica 1t is called Navreyanhura.!
Twelve forms of Verbal Representation

49-51. These are the [histrionic] ways connected with
proper Psychological States and Scntiments that are  avarlable
for the subject martter of plays.  The representation of these,
1s to take the following twelve forms: Accostung (alzps),
Prartling (prelaps), Lament (eilaps), Repeated  Speahing
(anulapa), Dialogue (samlzpa), Change of Words (apslapa),
Message (::md:s’a), Agreement (atrded), Specfic Mention
(mirdesa), Prewext (vyzpadeis), Instrucmon (wpadeid) and
Indirect communication (apadeia).'

Aecosting and Pratthing
52. Accostung (alipa) is a sentencc used in addressing

45 1 This kind of representation is to accompany recitatives (parhy.s)
46 1 Tlus is the usc of gestures 1n connectton with songs 20d dance before
the beginning of the dramatic performance.

48 This Mind of representation 15 used by the dancer who 1nterpretes
other’s speeches.

4g-5r 1BhP, p. 10, 1. 20-23,
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[any onc].'!  Imclevant words are called Pratthio s

Lament and Repeated Speaking
53. Words originating in a pathetic condir ed
Lament (vtfaps).?  Speaking again and agamm on nng ts
called Repeated Speaking {anulaps).?
Dsalogae and Change of words
54. Dialogue (semlipa) is made up of utterance and
counter-utterance.”  Change  of words (apalaps)® 15 the
alteration of words spoken before.
Message and Agreement
55- “‘Speak this to him,” 15 [an example of] Message
(sandeia)’  Saying *You have said what was uttered by me”
ts [an example} of Agreement (atidefa) *
Specific Mention and Pretext
56. It is the same I that is speaking,” 15 [an example]
of Specific Mention (mirdefs)." To speak with the purpose of
deception, s called Pretext (vyepadeia).?
Instruction and Indircct Communication
57. Tosay *“Do this” or “Take this™ is [an example]
of lnstruction (wpsdeld)® Saying anything on behalt of
apother person is [an example of] Indirecc Communication
(apadeia)?
Anotber classification of Verbal Representation
58. These are the forms [of senrences] that are to create
the Verbal Representation. 1 shall speak  [hereafter] of the
characteristics of the seven forms which ic may have.

52 'CEBHP.p 10,124, *Clibdp, 11,110

53 S CEBhP, p.zr, 1.2 ¥Secsbd p.ar3. 3.
5§ !Scc BhP.p 11, 1.4 TSeesbid po 11, L §
55 YCELBRP.p.11, 1,6, 3 See sbsd p, 11, 1. 7,

56 1 CLBLP.p.31,1.8. TCE abid p.oa3, 1035,
57 "CLBhP.p.rr, 1.0
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59. [A sentence may contan a statement which] treats
an act visible (pratyaksa) or invisible (paroksa), it may relate
to the present, past or future tune; 1t may affect onc’s
ownself (atmastha) or another (parastha).

60. O this [person] 1s speaking and [ am not speaking”
1sa statement which treats a visible act (pratyaksa), affects
another person (parastha) and relates to the present time.

61 *lamdowng, or going or speakmg" 1s a statement
which affects one’s owaself, relates to the present vme and
treats a visible act.

62. I shall do, go or speak’” 15 a statement which affects
one’s ownself, treats an mvisible act and relates to the futurc
nme.

63  *All my enemics were hilled, conquered and put to
fight by me,” 15 2 statement which affects one’s ownself as
well as others, and relates to the past time.

64 *[The enemtes] were hilled and conquered by
thee,” 1s a statement which treats an 1nvisible ace, affects
Othtfs, and [Qlﬂtes to tﬁﬁ Pﬂst fime.

65 “This [person] 1s speaking, doing or going.” 1s a
statement which affects another, relates to the present time
and treats 2 visible act.?

66, “He s gomng or dong” s a statement which affects
another, rclates to the present time and treats a visible act.’

67. “They will do, go or speak,” 15 2 statement  which

affects others, relates to the future rime and treats an invisible

ace.!

68. “That work is to be done today by me rtogether
with you,” 1s 2 statement which affects one’s ownself as  well
as another and relates to the present time.

6g. Anything chat s spoken on cthe stage (lit, in drama)
under the cover of the hand, will affect one’s ownself, relate
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to something at one’s heart or will relate w0 a:
(paroksa) acr.

70.  The seven forms of this (5. e. Verbal T | Q-
tion) will have many mote varieties when they will . modi-
fied according to time, and persons (lit. of the sclt 1nd others)
who are affected.

71. These ace the ways of the Histrionic Representation,
known to producers of a drama. Different Linds of repre-
scntations are to be made through these.

Harmonsous Representatron

72. The Harmonious Representation 1s that in which
the effort 1s equally shated by the head, the face, the fect,
the thighs, the shanks, the belly and the waist.

73- Experts in acting are to represent  [a character] by
gaceful movements of hands and delicate efforts of Limbs [1n
general], which are to delineate the Sentiments and the
Psychological States,

Regutlar Histrsonsc Representation

74-75. The acung (lie. drama) which 15 [performed] by
physical effores which are not violent, hurried or complex, and
which reston proper tempo (feya), tune (2ls) and the measure-
ment of Kals, and in which words are drsuncely utrered
without harshness and hurry, 1s called “regular’’ (zbbyantara).

Irregular Histrionsc Representation

76, When it 1s of the opposite hind, and observes free
movements and is not combined with songs and instru-
mental music, is called “irregular’” (b7bya).

77. It is called sregular” when it conforms to the rule
(lit. within the laksans or rule) and ‘sregular’ when it s
outside [the pre- scription] of the $astra.

Laksana defined
78.  Asby this, a peeformance ts Jaksyate ot marked, 1t
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15 called laksana (characteristic mark). Hence it is of use 1n
a drama.
Some prefer practice to the Sastra
79.  Those who have not recerved training from (lic.
hved woth) any master or who had no access to the Sastras,
tesort to practices observed by others?!
Representatron of objects and senses
80. A wise [actor] should represent sound, touch, form,
taste and smell and sense-organs concerned, through gesture
reflecting those objects of senses”.
Sotund
81. By making 2 side-long glance, bending the hand
sideways and putung a hand near the ear, one should
tepresent the sound.
Touch
82. By silghtly narrowing down the cyes, raising the
eyebrows 1n the lithe mannar as well as by touching the
shoulder and the check, the wise one should represent  the
form.
Form
83. By holding on the head the Patika hand with
ws fingers shghtdy moving, and looking mrencly [at some-
thing] with eyes, the wise one 1s to represent the form.
Agreeable Taste and Smell
84. By shightly nattowtng down the eyes and expanding
the nostrils and 1n the same breath, the wise one ts to repre-
sent the agreeable taste and the smell,
85. These are gestures which arise from the activities of
the five scnsc-organs such as skin, eyes, nose, tongue and ears.

79 * This shows that the ancient Indta’s artists did not follow the $aseras
slavishly

8o ! See also VIIIE,
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Importance of mind

86. Objects of sense-organs ate preceived Ll
with attentive mund.  But person out of his m. 5 1ot
percetve any object which comes through five [sens.- rguus]

Three aspects of mind

87.  With reference to the representation, the mund has
three attitudes [towards objects], vsz. desited (522), undesired
(an-15ta) and indifferent (madbyastba).

Favourable mind

88. Everything favourable should be represented by the
happy movement of limbs, hotripilation and the opening of
the mouth,

89. Incase of afavourable sound, form, touch, smell
or taste, one should show a bappy face by concentrating the
senses [concerned] in mind,*

Unfavourable mind

go. By turning the head, not using the eyes and keep-
ing them fixed to the nose, one should represent whatever is
unfavourable,

Indsfferens mnd

91. An indifferent atutude should be represented by
expressing not too much delight or co much abhorrence, and
by keeping oneself in the middling state.

92. The representation of words ltke *[It 1s done] by
him,” #Ic s his,” or “He does this’’ which relate to invisible
acts is [an example of] indifferent atutude.

Meansng of “personal’’

93. The object which a person himself feels 1s called
“pecsonal”’ (armastha).

89 1 The expression used is mndriysnir manasi praptar, ‘by means of senses
comung together with the mind *
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Mezrng of “external’”

That which is 2 description of another person is called
“external’” (pzrastha).

Dessre
94-95. Almost all che Psychological States proceed from
crotic passion (£amz) and which combined with acts procesd-
ing from desure which 1s regarded 2s having many forms such
as, passton for wvirtue (dbarmz-kZma), passion for wealth
(arthz-kama) and passion for liberation (moksa-kama)'.
Lowe
95-96. The union of 2 man and 2 womanis called
sensual passion (£7ma). This love which may end in joy or
sorrow for all people, is mostly to be obseried as leading o
happiness even in unhappy situations.

Erotic Affarr

97- The union of man and woman which finds them
sexually united 15 hpown as an Erouc Affair {(frigzra).  This
benefits the two, and brings them happiness.’

98. In this world people always desire happiness of
which women are indeed the source. These women are of

various nature,’!

Vertons types of woman
99-ro0. Women are known to poscess the nature of
gods, Asuras, Gandharvas, Raksasas, Nigas, birds, Prbicas,
Yaksas, tigers, men, monkeys, elephonts, deer, fish, camel,
Makara, asses, horses, buffaloes, goats, dogs, cows and the
like *

94-95 * It scems that Frend has been 1n 2 way anudpzted here,

98 *CL BYP. p. 109, 1.g-10

99100 1 Sce BhP. p. 100, 1. 12-15. See zlso Cerzla Szm, Sirjra, [V, 2nd
Surtruta Sam, Szries, IV, 208 Kafyzpa Sam. Ch XXVIIL
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101-102. A womam who has delicate limbs, wead, and
soft looks from the corner of her eyes, 1s free from i disease,
has lustre, munificence, truth and simplicity, emits verv lirele
sweat, has middling sexual passton, takes moderate food,
loves sweet scent and is engaged in vocal and instrumental
music, is known to possess the nature of a goddess.

A woman of Asura type

103-104. A woman who transgresses laws and practices
trick:ry, 1s confirmed in anger, very cruel, fond of wine and
meat, always irascible [1n temper], very Proud, fickle-minded,
vety covetous, harsh, fond of quartel, jealous and ncohstant
in affection, is said to possess the nature of an Asura.

A woman of Gandbarva type

105-106. A woman who enjoys roaming in many
gatdens, is adorned with good nails and teeth, speaks with a
smile, is slim-bodied, has a slow gait, loves sexual pleasure, is
always pleased to hear music {git« and vidya) and to witness
dance, is careful about cleanliness [of the body] and has
soft skin, glossy hairs and charming eyes, is known to possess
the nature of a Gandharva.! ‘

A woman of Raksasa type

107-108. A woman who has large and broad hmbs,
red wide eyes, coarse hairs, loves to sleep in day time, speaks
loudly, has the habit of hurting [one] with nails and teeth,
s disposed to anger, jealousy and quarrel, and likes to roam
at mughr, 15 said to possess the nature of a Raksasa."

A woman of Niga type

2og-110. A woman who has a pointed nose and sharp

teeth, slender body, reddish eyes, complexion of a blue lotus,

103104 1 CL BhP. (p, tog, 1. 26-32) here this type is called dueyeida,
105-106 1 CL BhP. p, 108, 1. 1-4
107-108 ' C£ BhP, p, 110, L. 811,

58
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is fond of sleep, very irascible, has an oblique (tryak) pait
and unsteady efforts, takes pleasure in [the company of]
many persons (lit. beings), and loves sweet scent, garlands
and sumilar other objeces, ts said to possess the nature of a
Niga.*
A woman of bird type

111-112. A woman who has a very large mouth, ener-
getic character, loves streams, enjoys spirituous lhquor znd
milk, has many offsprings, hkes fruis, as always given to
breathing and 15 always fond of gardens and forests, 15 {very]
fickle and ralkative, 5 said to possess the nature of 2 bird.!

" woman of Psldca type

#13-114, A woman who has more or less than the
usual number of fingers, 15 merciless during sexual acts, has
the babies of roaming 1n gardens and fields, and of termfying
chuldren, 15 wreacherous, speaks with a dosble entendre,
behaves abominably duting sexual acts, has a hairy body and
loud voice, and is fond of spmtous hquor and sexual ndul-
gence, is said to have the nature of a Pifaca.’

A woman of Yaksz type
n15-116, A woman who sweats during sleep, loves
quict test 1o bed or seat, is [very] intelligent, fearless and
tond of wine, sweet scent and meat, takes delight on secing
the beloved one afser a long time, feels grattude [io him],
docs not sleep for a long time, is said o Have the nature of a

Yaksa.'

1ogr11o ' CE BhP. p. 110, L, 2122, p. 111, L. 3,
ret-rrz 1 CELBRP p. 110, L. 21-22,

113-114 ' Cf, BhP, p, 110 1, 15-18.

215-136 P CEBLP. p. 110, ). 5-7.
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A woman of tiger type
Z17. A woman who takes honour and dihe iour 1n the
same spirit, has a rough skin and harsh vowce s wily, speaks
untruth  and haughty words, and has tawny cyes 15 sad to
have the nature of a tiger (vyals).!
A type of buman female
118-51g. A woman who loves upnightness, 1salways clever
and very vircuous, has regular features (wibhaktings), 15 grateful
[to her benefactors], disposed to worship the elders and gods,
always careful about duty (dbarma) as well as marenal
gain, and s free from pride and fond of friends and has
good habits is said co have the nature of a human being.
A woman of monkey type
120-121. A woman who has a compact and small
body, is impudent, has tawny hairs, 1s fond of frums, ealka-
tive, fickle, and energetic, loves trees, gardens and forests,
cherishes highly even a small kind act*[done to her] and
forces sexual act, is said to have the nature of a monkey®.
A woman of elephant type
122-123. A woman who has a large thin and forchead,
is fleshy and bulky, has tawny cyes, hairy body, is fond
of sweet scent, garlands and wine, has an mascible temper,
steady energy, loves water, garden, forests, sweet things and
sexual intercoutse, is said to have the natute of an elephant’.
A woman of deer type
124-125. Awoman who has a small abdomen, Hfat
nose, thin shanks s fond of forest, has large red eyes, is
fickle, has the habit of quickly going, susceptible to

1r7 P CLBLP.p 110, L 1ge2z,

118-119 * Cf. BLP. p, 511, L. 3-4.
120-123 3 CE BhP, p. £11, L 57
122-t33 L Cf BhP, p. £11, L 8-g.
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fright in day time, is timid, fond of songs and instrumental
music, and intercourse, irascible in temper, unsteady in her
efforts, is said to have the nature of a deer®.

‘A woman of fish type

126. A woman who has long, large and high breasts,
is fichle and without any twinkle in her eyes, has many
servants and offsprings, s fond of water, is said to have the
nature of a fish',

A woman of camel type

127-128. A woman who has protruding Lips, too much
sweat, a slighr.ly awhward garr, slender abdomen, is fond
of opening Howers, fruits, salt, sour and pungent tastes,
has her waist and sides loosely bound, speaks harsh and
and cruel words, has a very high and rough neck, is said w
have the nature of 2 camel®,

A woman of Makara type

129. A woman who has a large head, a steady neck,
a mouth wide open, very loud voice and 1s cruel, has habies
of a fish, 15 known to have the nature of a Makara®.

A woman of ass type

130-131. A woman who has a thick tongue and lips,
tough shin and harsh words, 1s violent during sexual acts,
impudent, fond of nailscratches and biting [from her
lover], jealous of her co-wives, clever, not fickle, slow in
her gait, angry by nature, and has many offsprings, is known
to have the nature of an ass®

124-125 ! BhP. p. 111, L ro-13.

126 1 Cf BhP.p, 111,1. 1314,
127-128 3 CE BhP. p 111,L 1516,
129 * Cf BhP.p, 111, 1, 1718,
130-131 ! CL BhP, p, 111, 1, 1g-20,
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.'A woman of susne type
132-133. A woman who hasa large bacx . and
mouth, hairy and strang body, a very natow 1 - zad s
fond of ordinary and bulbous rocts and fruic 1 black,
has a face rendered vgly due to big teech, larze thigh and
thick hairs, meap habits and many nﬁsprmgs, 1s said to
have the nature of 2 swine’,

A woman of barse type
134:‘135, A woman who is fathful, has symmetrical
sides, thighs, hips, back and neck, straight and thick hais,
is charming, munificent, small, fickle-minded, sharp-tongued,
quickly moving, and disposed to anger and sexual passion,
is said to have the nature of a horse’.

‘A woman of buffalo type
136-137. A woman who has a broad bachbone, teeth,
sides, belly, tawny hairs, is turtbulent and hater of men, fond
of intercourse, has a slightly broad (ht. raised) mouth,
large forchead and hips, 2nd is fond of forests and sporting
in water, has the nature of a buffalo’.
A woman of goat iype
r38-13g. A woman who is thin, has small arms and
breasts, moving red eyes, short hands and feet, is covered
with fine hairs, and is timid, shy of"water, fond of forests,
restless, swiftly moving, and has many offsprings, is said to
have the nature of a goat'.
A woman of canine lypz
140-141. A woman who is alért in eyes and limbs,

132-133 1 Cf BhP.p. 11, L 21-22,
134-135 'CE BhP,p. 113,k x-3.

136137 1CE BbP.p. 113, 1 4-6.

138-135 1 CE BHP.p. 112, L 7-9. .
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dispos:d to yawning foften], is talkative and grateful, has
a long face, short hands and feer, loud woice, short slesp
trascible {temper], and low manners, is said to have the
nature of a dog'.
A woman of cow type

142-143. A woman who has large, plump and high
hips, thin shanks, short hands and feer, is kind o friends,
firm in her efforts, favourable to children, cngag:d tn
worshipping ancestors and gods, always clean, respectful to
supertors, faithful, and patient in her sufferings, is sad to
have the nature of a cow®.

Etiguette towards women

144-145. WWomen possessing the spmie of ammals
they resemble by nature, have differenc habits,  After
knowtng, her spirits one should approch a woman accordingly.
For coutteous acts done to 2 woman zccording to her nature,
even if these are not many, will be pleasing to her, while
great many such acts when they are done with an ignorance
of her narure, will not sauisfy her [zt all].

146. An external love will arise 1n a2 woman when
she has been courted and won over 1 a proper manner.
And certain Etiquette (wpacdra) has been prescrbed for
man and woman in love [with cach other].

147. Austenities are practiced for the sake of virtue
and the [acquisition of] virtue is for the purpose of happiness.
And happiness has its source in women the enjoyment of
whose company is desited [by people in general].

Two classes of Etiguette
248. In the theatrical convention, Etiquerte relating

142-143 2 Cf, BhP. p. 112, 1. 10-12.
144-145 1 Sce BhP. p, 112, 1. 14-16,
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to the practice of love of men and women, is of tvo hinds
external and internal,

149. [OF these rwo), the anterpal [Enguer.:) is o
be observed by kings in the Nawka. And rhe extetnal

[Etiquetce] is to be observed by covrtezans 1n the Prakarana,

4 King's Etsguette towards Women

150. In chis connexion [ shall describe m detail che
rules of Enguerte for kings in their enjoyment [of women's
love], which have been drawn out from the Science of
Erotics. :

Three classes of women

a51-152. Women who have the nature of various
animals are of threc classess “homely” (abbyantara, Lt.
inside) “public’” (babys, lic. ourside) and *mixed” (bayi-
bbysntara, lit, outside and inside), A woman belonging to
a high family is a «homely” (abbyantars) ind a courtezan
a ‘public” (bbey)) woman. A thoroughly tested
(krtsiasca) woman, if she'is & maiden of high family, is
of the mixed (babyibbyantars) class.

A53« A lady ora maiden may become subject to aking’s
attention in s haiem. But enjoying the company of 2
public woman is not desirablc in connection with 2 king’s
love-affair.

154. Aking’s union takes place with a “homcly”
woman, and 2 common man may unite with a “public”
woman, whie the king may have unton with a heavenly
couttezan [only]’.

155. The manner of love-making which is approved in
case of [married] women of high family, will hold good in

154 ' Asin Vikram,
155 ! CL gggr asde swariwIRgine, o K5, V.2,
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case of maidens too.  And [in love affairs] 2 courtezan too

{widl behave generally] hike a lady of high family’.

Beginmng of love

156. Love of the supenor, the middling or the inferior
kind arises in men and women, from various causes’,

157. Love [for a person] grows from hearing {about
one} and fheanng] the charming conversation, sceing the
personal beauty, or the sportive movement of limbs.

158. A woman becomes overpowered with love on
seeing a young man who has personal beauty as well as other
innate quahities, and Has besides the knowledge of vatious
atts and crafts,

159. An expert in this matter should then observe the
various indicatons of love 1n men and women who desire
one another’s company.

Signs of love

160. The glance 1n which [the eyes arc] sportive,
rearkul, half-closed, upper eyelid is dreoping and cjclashes are
throbbing, is called Kamyi. (lit, foving) and it should be
used here

161.  The glance in which eyes are expanded up to the
corner and have sportful and smiling expressions, 1s called
Lald. It is used 1n women's partial Yooks'.

162. The colour of the face when one’s checks become
slightly ved and the face dotted with sweat-drops, and hairs
in the bedy stand on their end’, relates to love.

156 1These three kinds of love have been defined by later authots Itke
Siraditanays; see BUP, p, 113, 1, 13014,

161 * See VIIL 43,

162 *CEBhP.p. 113, 1, 17-19,



463 HARMONIOUS REPRESFNTATION

Signs of a courtezan’s love

163-165. A courtezan overpowered wih - should
be represented by making her express the ! -igs by
casting side-long glances, touching the ornaments iching
the ears, scratching the ground with her toes showing the
breasts and the navel, cleansing the nails and gathening her
hairs®.

Signs of love in 2 bighborn lady

165-167. Similarly one should know thac there are
indications [of love] in 2 woman of high family, These are
as followss she looks continuously with blooming eyes,
conceals her smile, speaks slowly and with 2 down-cast face,
gives reply with a smule, conceals Her sweat and  appearance,
has throbbing lips and is trembling’.

Signe of a masden’s love

168. These are the vatious signs of love with which
awoman not yer having an experience of the pleasure of
intercourse will express differently her love which bas ten
stages’.

Varions stages of ber love

16g-171. Fust there will be a longing (3bbilisa),
secondly Anxiety (cmta), thirdly Recollection (anssmrns),
fourthly Enumeration of [the beloved one’s] Moernts
(gunakirtana), fifthly Disticss (wdvega), sixthly Lamentation
(vilapa), seventhly Insanity (wnmads), ecighthly Sickness
{vyadbs), ninthly Stupor (jedarz), and tenthly Death

(marana)*. These are the stages of love in case of men as

163-165 *CE BhP, p 113, 1. 3+g, and p, 114, 1 1-2.

165-167 * CEL BhP. p, 113, 1, 17, p. 114, L 12,

163 1 BLP, (p. 88) gives the number 23 “ten or twelve’.

16g~171 * CE BhP, (p. 88, 1. 3-5) gives two more stages (rech and
wikenthd), Also cf. KS. V. 1-5, NL, 2421 £,

59
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well as of women. Now hsten about the characteristics of
all these.
Longimg

172. Longing (abbiliss) anses from cforts born of
desire and wish [for the beloved one),and leads 1o the means,
of meceting [him]*

173- One goes our of the place [where oneus] or
enters 1t of stays within his sight, and shows signs of amour
w the first stage of love®.

Anxiery

174. Anxety (cinta) should be indicated by speaking
to the female Messenger [difti) words such as By what
means and 1n what manner will there be an Union with
(lit. obtaming of) the beloved™?™”

175. In the second stage [of love] one should look
with half-closed cyes and handle the Valaya (bangles), the
Rafand, and touch the Nijwi, the navel and the thighs'.

Recollectron

176, Sighing agamn and agan, thinking deeply of
the beloved person and dislibing other engagements, 15 called
Recollection (annsmris).

177. Being cngrossed in thicking of him (1. e. the
beloved) one does not ateain composure 1n sitting or lying
im bed, and remains unable to do to enc’s duty. The third
stage [of love] should be expresscd hike this',

g2 TCE, NL. 24272 BhP.p. 88, |, 1546,

173 1 CE NL. 24284; BhP. p. 85 L 17-20,

174 ! CL NL, 24365; BhP, p. 88,1, 21-27,

175 * CE BbP. p. 89, L &-5.

176 1 CENL 2419, BhP. p. g, 1, ;5.

177 'Ch NL. 24590 BiP. p. 83, L g-xx  C's reading of the porfien
of thus chapter (XXIV.) miven 1 pp. -Sx (line 7)-289 (ioe 3} is mesly 2n
unzchnowledped eopy of K.s readiag of the same, C.'s onn rrading ocouss in

PP 348 (bne 14) 355 (ine 8) 2s 2 part of the chaprer XXX,
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Enumeration of Merts

178. To express by means of sportful © of
Iimbs, smiles and glance and [other efforss] - . a2 chat
sthere 1s no one else like him’, iscalled E __ racion of

[the beloved one’s] Merits.”

179. Representation [of love] in the fourth stage (r.e.
shonld he made by herirpiarion at che Enumeration of
Merits of ths beloved and wiping off tears, and sweats, and
by constant confidential talk to the female Messenger'.

Dystress
180. That one is not at case or s pleased 1 sitting,
or in lying in bed and is always eagerly expecting [the
beloved one] is the stage of Distress (nduegs) in love'.
181. By tepresenting anxiety, sighs, lassitude and
burning of the hearr in 2n exaggerated manner, one should
express the stage of Distress™.

Lamentation
112. Lamentation (vilips) is represented by speaking
sorrowfully words such as. «He stcod here; he sat here,
and here he united himself with me, etct.”
X43. A lamenting woman 1s distressed by very eagerly
expecting [the beloved onc], and ouc of uncasiness she
maves from one place of grief to another’.

175 T CE NL. 2455, BbP.p. g, L 12-14,

179 * CLBRP. p, &g, L 1513,

180 * CE NL. 24525; BaP_p. 8g, L 1g-22.

181 * See rot= of 120 abore,

182 *CE NL, z470; BhP. p. g0, L1-3. Ao example 57 €7 =%
TER, T a0 T wWeA. 9% 99 9% TeTL. 8% a9 5T T, W
T HE WA=z, etce (Svarna 1. 15, 2 4).

183 ¥ CE BEP, go, I, 4-8.
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Insanity

184. When a woman introduces topic about Him
(t. c. the beloved) on all occasions and hates all [other]
males, it 15 2 case of Insamty (wnmidd).

185.  To represent Insanity one should sometime look
with 2 steadfast gaze, somerimes heave a dcep sigh, some-
tmes be azbsorbed within oneself and sometimes weep at
the [usual] ume for recreation.

Sickness
186. When after enjoying all objects fit for onc
love, and even by desirable sprinLlu‘.g. one fals to bring
her conditon under control, Sickness appears.
187. To represent Sickness, the cighth stage one is wo
show that she faints, the heart has 0o pemnton which w
settle, the head achies badly, and one does not have any peace.

Seupor
188. In Stupor (7zdatz) onc does not respond when
questioned, and does not hear or sec [anything], she remaing
speehless or begins her words with talas” or loses memory.?
189. To represent Stupor one is to utter fesponsc
(bur) on the wrong occasion, and is to have one’s imbs
relaxed and the mouth given to excessive breathing.'

Death
1go. If even after adopting all the means [available for
the purpese] the Union [with the beloved] does nor rake

185 1CENL 2483H; BhP.p, go,1 9-13.

185 * See above 184 note,

186 1BHP. p.go. L 16-18. K. NL (2476) has Ztanks (disquicrude)
which precedes wnmida

187 * CL BLP. p.yo, L 1522,

188 ? CE NL. 2450%; BhP. p, o1, 1 16,

189 ! Scc above 185 note,
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place, then butnt in the fire of love one’s Death
takes place’,
1g1. Thus in case of her not meettng (lic _ I
beloved, one should represent, according to th. >. . e ot
Erotics, for the Heroine all the stages of love ex.c_c the last
one’,
Manifestation of men’s love
19z. Even 2 man separated from his beloved one, will
thus make a manifestation of his love in diverse waysthrough
ditferent Psychological States'.
Characteristics of love
193. One should represent men as well as women who
are expressing these stages of love by bringing 1 their com-
mon characteristics [in particular stages]'.
Women separated from the beloved one
194-196. All the smges of love should be generally
represented through Psychological States arising from separation
and having different bases such as anxiety, excessive breath-
ing, lassitude, pan in the body, and imitating the conduce
(lie. merit) [of the beloved] or locking to his path or gaziag
[vncamly] at the sky, rtalking pathencally, rouching and
twisting [some objects] or chinging to some support.
Relief in love-sickness
197. When burning very much with the fire of love
one will use [special] clothes, ornaments, scents, rooms and
gardens which have a cooling effect.
A Female Messenger
1g8. Suffering [thus] from love-sickness and  being
afflicted on many points she should send a female Messenger,

190 ¥ Cf NL. 2503&. BLP. p. 91, L 7-8.
191 * CE NL. 25108 BhP. p. 91, L g-10.
192 ¥ Sec above 182 note.
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expert in love affawes [ro the beloved] o speak of her
conditions.

199. The message sent through the female Messenger
should relate to passionate love. She [should] delwer the
same] with proper courtesy [and] say *This 15 her actual
condition”’.

200 Then due to mamifold significance of the com-
munication, he 15 to thinh of some means [of relief]. This
1s the rule to be observed by the experts where love 15 to be
pracused secretly.

A Kmg's Etquette to Women

201. I shall now speak cruly about the rules regarding
the practice of kings in relation to “homely” women, and
these rules are taken out the Science of Eroucs',

20z, Happy and unhappy conditions which  occur
[1n comnexion with love] in persons of vartous dispasitions,
and which are assumed by kings, are also followed by
common people.

203. Kings have no difficulty in obtaiming women,
because means for this, 1s at their command, And che love
that grows out of hiberality produces delight.

204 Qut of respect for the queens and for fear of
their favourte women, lungs are to make love secretly to
women employed in the herem.

205. Though the hings may have many ways of making
love, making it seeretly will be [the most] pleasing [of all].

zo6. Attachment to a woman being shut out from a
woman and difficulty in  obtaimiog her, imparts the
supreme dehghe to her love.

207. In casc of women of the harem, the king's

201 ¥ This scem to selate to treauses now lost.
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diversion with them tn day ume may be permitted b ¢ in
Conjugal Unton (vasaks) meeting should take place at ni_ht
Reasons for Comyngal Union

208  The following six ate reasons’ for th. Conjugal
Umon (m'mka) -, scheduled order (parspars), [desire for]
progeny (phala), newness of relation (navatva) barth ot a chuld
(prasava), tume of sorcow (dubkba) and of Joy (pramoda)*

209 Conjugal Union being due, kings should go to
the bed-chamber of a wife even if she may be 1n her menses
and may not be his favourte.

FEsght kinds of Heroine

210-271. In this connexion Herones (ndyi£3) are known
to be of eight kinds such as, “one dressed uvp for Union”
{(vasakasapa), *one distressed by separation” (vtrabotkanthsi),
“onc having her husband n subjection™ (svadbina bhartrka),
*‘one separated [from her lover] by a quarrel” (kalabimtarsta),
“onc enraged with her lover™ (kbandita), one decewved by
her lover’ (vipralabdbi) <one with a sojournming husband”
(prosstabbarirks) and “one who moves [to her lover]
(abbrsirika)t

A Herosne dressed wp for Union

212, A woman who in eager cxpectation of love’s
pleasure decorates herselt joyfully when the Conjugal Uston
1s due, 15 a Herome dressed up for Union.'

A Herorne distressed by separation
213 A woman whose beloved one does not turn up on

207 1CLKS. V.1, 16
208 1See Hemacandeas vrtss on this passage quoted 1 KA. {p 307)
where he copies Ag. vebaum.
9 Thus rule of the Compugsl Union (vasaks) seems to have been relaxed
at the ume of Varsyayana  See KS L. 2, 61-63.
210211 See DR 1L 23-27.
212 ' Cf NL. 2525, DR IL 24, BbP, p. 99
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account of his preaccupation with many other engagements
and makes her affhicted with sadness by his not coming, is 2
Heroine distressed by separation,’
A Heroine baving ber busband sn subjectson

214. A woman whose husband captivated by her
pleasing qualities as well as by watense pleasure of love (suratq)
from her, stays by her side, ts 2 Heromne having the husband
in subjection.’

A Heromne separated by quarrel

215. When woman 15 1mpauent for her lover having
gone away due to 2 quarrel, or Jealousy, and not returming,
she 1s 2 Herome scparated by quarrel.

An enraged Herosne

216. A women whose beloved ope, due to attachment
for another female, does not come for the Conjugal Unton
when wt is due, ts an enraged Herome.”

‘A decesved Heromme

217. When lover does nor come to such a women
(1. e. kbandita) for a cerrain reason even after he had met her
and made a tryst, she is a decived Heromne.

A Heroine with a sojonrmng busband

218. A woman whose hushand (he. the beloved onc)
15 [iving abroad on account of serous duties and who has the
ends of her hairs scattened, 15 called 2 Heroine with a
sojourning husband,’

213 }Cf NL. z530ff, DR. IL, 25; BhP. p. 100,

214 ' Ci NL. 25688 DR. 1L 24, BhP. p. g9

215 ' CE NL. 2550, DR. 1L 26; BhP, p 95,

216 ' Cf NL. 25368, DR IL 25, BhP. gB.

217 ' CI NL. 2542, DR II 28, BhP. p. g5

218 1CL NL. 23568 DR. IL 27; which uses the tem prostepryi.
BhP, p. 100,
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A Heromne moving to ber lover
219 A woman who duc to love or lust » avd
to her lover and gves up modesty for going meet
hum, 15 called a Heromne secretly moving to her |«

Representation of different Heromne.

220. Heroines i 2 Nitaka should be of these condrtions,
I shall speal. of the manner in which the producers ate to
represent them '

221-223 Ennged, Deceived and Quarreling Heroines
and the Herome with a sopourning husband should be
represented by the conditions such as anxiety, sighs, lassitude,
burning of the heart, conversation with female friends,
looking to one’s own condition, weakness, depression,
sbeddmg tears, appearance of anger, gwing up of ornaments
and toiler, sorrow and weeping.'

The Heromne baving the busband n subjection

224. A Herome having the husband 1n her subjection
should be represented with gaudy and brlliant dresses, face
beaming with pleasure and having an excess of blooming.?

Different elasses of Heroine moving to the lover

225. When she may be 2 courtezen, a lady of high
family or 2 maid-servant, che producers should mahe the
Herame move to her lover in the spectal manner described
below®,

A Cosnrtezan ’

226. f[In going down to her lover] the courtezan 1sto

have her body beantfully decorated with vanious omamients

219 1 CE NL 25728: DRUIE 27, See BRP. p, 100
221-323 1CE DRI 28, <£ B4P p. g8-100
22y 1TCE DRI 28 CI BhP.p 99
225 1Cf, DR 1. 28. Ct BhP p, 100
6o
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and 1o walk slowly in the company of her attendants and
with [a display of] passion (samzdanz) and mild efforts.’

The woman of bigh faruly
227. [And in such a situation] 2 woman of high famly
will cover her face with a2 veil, and walk timudly with her
limbs contracted, and will {very often] tum back! her face.

A band-masd

228. And [inthe same sitwauion] 2 hand-mad will
walk haughuly with uneven steps (Guiddbagats) and with eyes
beaming with amorous joy, and will talk distoreedly due to
mntovcanen (madaskbalita-samlap?).!

How to meet o sleeping lover

22g. If the beloved one (lit. this onc) 15 1n bed, and she
finds him mamfcstly asleep, she [should] awaken hum by the
following means

230, A woman of high family 1s to awaken lum by
[the sound of] ornaments, the courcezan by the sweer (hr
cool) scents, and the handmaid by fanming the beloved one
with her clothes.*

231. This 15 the rule of amours for women of high
famuly, conrzezans and others, for the Naraka 1s o represent
the Psychological States of all Linds [of Heromne].

Dan's Preparation for dmarons Union

232. Fer a woman newly in love or an enraged woman

when she s not coming [of Her own accord,} the Amorous

Union should be arranged [by the lover] through some

pretext’.

226 ' CIE, NL.2580f, BRP. p. 301, L 4103 5D, 117,
227 *CE NL. 25768; BhP. p. 100, L. 19-22; SD. 117,
228 1 Cf, NL. z5808; BhP. p. 101, L 11-15.

229 1CEL BhP, p, to1, ] 16,

a3o ? CL BhP.p. 101, L, 16-22,
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233. ‘A woman in love always enjoys with pleasute
vartous ornaments, -dresses, scents and gatlands | L are
charming and are of theibest kind.

234. Just as a man does not come part;cjlar'\ under
the control of love when helhas failed to win arj woman,
50 on being united, with the beloved woman [such a person]
becomes doubly delighted®,

Bebavionr at the ‘Amorous Unson

235. At the time of .Amorous Unton (lic. unton of
love) there should be amorous feelings, gestures, words and
specially sportful movements of the sweetest kind (Lit. having
a spectal quality of sweetness) and -especially looking at each
other with love'.

Preparation for Women's Amorons Union

236. In special cases, a woman also while mectingithe
beloved one should arrange Amorous Union which isito be
a source of pleasing Sentiment. :

237. Alter collecting scents, garlands and a shote cloth,
she should keep these in‘readiness'for the lover, and make her
own totlet.

238. In prepaning for the Amorcus Union enc should
not put on too many ornaments, [among these] ‘the Rafana
and the Ndpura, which have a sound are generally to be
spreferred’.

Acts probibited on the stage

239. [In representing vanous activities of women] there
should be on the stage no.ascending of thebed-steall, no bath,
no use of unguents and collyrium, no decoration of the body
and no doing of ithe hair'.

240, And women of the soperior and the midding
types should not be shown 2s very scantily draped (apFvrta) or
wearing only one piecce of garment (ckavasird) and they
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should use no colour for their hips'.

241. The prohibited mode of [of dress] will suit only the
women of the inferior type, because of their low nature.r But
they too are not to be represented as doing what is improper.

242. Men and women 1n different Psychological States
should 1n a play take up a flower when they dress themsclhes
up {lit, in their taking ornaments).

243. A woman who has finished toiler waits for a
while for the arrival of her beloved men. And  while loohing
to his path she will hear the nnging of the bell 1ndicating
Nadihas

A Heromne in expectancy

244. After hearing the sound of [the expected] Nidiha
the Heromne exated [with joy) at [the chance of] the
beloved one’s coming should ruon towards the gare wuh 2
trembling [body] and with her heart about to stop.

245.  And bolding the door-frame with her lefr hand,
and a door-blade with the right one, she should with straight
cyes look up for the arrival of the beloved one.

246. Shesto express anxiety, apprehension 2nd fear due
to seme reasons, and when the beloved one fails o appear (ht.
not seeing the beloved), she should turn sad 2t the moment.

247. Then after heaving a deep sigh she should shed
tears and with a motionless heart drop down herself (e, her
ltmbs) on a sear.

248. Duc toa delay of the beloved one she should
connect (hit. ponder orver) his coming with causes (. consi-
derations) which may be good or bad.

249. She will thinl. [as follows:] “*Could the beloved one
have beea held up by serious duttes, by the friends, or by the

241 1Tharis, they mught appear on the stage 25 very scently draped er
with one picce of garment or mizhe have their Lips parated
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minister engaged n affairs of the state, or could | "5~ -:
detained by some favourite womany,”

250. She should represent an appearance v . th
the various good or bad causes [mentioned abore cans
of physical omens hihe quivering or throbbing [ } scuicular
limb. ]

Personal omens

251. Personal oniens indicating things favourable to
women, will occur to their lefc [side] while 1 case of all
undesitable happenings they will take place on their righc.

252. If the [eft cye, forchead, eyebrow, lip, thigh arm,
or breast throbs, this, wil indicate the commg [of the
beloved).

253, If these will throb differently® that will indicate
something calamitous {lit. not desired). In case of perceiving
such an evil omen she should at once faint.

254. As long as the beloved one has not come, her
hand will rest on her cheek, and being careless about her
toilet she should go on weeping.

A Heroine's reception of the beloved one

255-256. But afterwards on secing some good omen
indicating his arrival the Heroine should represent that the
beloved onc has drawn near by means of feeling' his smell,
and on seeing him [come] she should joyfully get up and
proceed to welcome the beloved one.

Receiving the guilty lover

256-258. And if the beloved one 1s guilty he should be
given censute in due order by means of [appropriate] gestures
and reproachful words as well as by Jealous Anger (mana).

253 3 That1s, if the nghe cy and eycbrow erc throb
255-256 * That is, by representing it with gesturcs
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Insult, ‘Fainung or Dissimulations and in case of women’s
outburst of speech [in such cases] will consist of abuse.

258-261, In case of sausfaction [witnessing] 2 contest,
love, doubt, responding to courtesy, and wonder, in caseof
private words relating to duty, wealth amour or 1 laughter,
curtostty, furry, calamty and acccdmg to a situation of
fun and to his concealing any ascription of any fault, the
Heromne should speal. to the beloved one even if [his guilts
tequire that] he should not be spoken to, because of these
reasons

261-262.  Where there 1s affection there 15 fear also.
And where there 15 jealousy there occurs love (madana).

Caguses of jealonsy

The causes of this (e jealousy) are fourfoldil Depression
(varmanasyz), NMixed Feeling (vyalika), Disgust (vsprsya) and
Anger (manyn)  Please histen about their descriprion,

Depression

262-263.  Deptesston anses from seemng the beloved one
walking lazily due o sleepiness and lassirude, and discovering
signs [of his Union with another woman] and fresh wounds
[recerved from the latter].

264. A women should represent this with an intensely
jealous face, great trembling of hps due 1w anger, and
utterance of words Iihe ““It 1s goed,”™ “It 1s nice” and “It
1s beautiful.”

Mived Feeling

265. Muxed Feeling anises due to jealousy mixed with
great Joy when one’s beloved one is seen {near by] even after
he has been treared with contempt iIn many ways.

266. Mixed Fecling should be tepresented by purting
forward a foor and having the left hand on the breasts and
the right one violendy gesticulading.
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Disgust

267. Disgust (wrprays) will arise when the be - .
says that I live [only] as long as you lwve,” 1 a~  our
slave” and *Yon are my love,” but behaves 1n 1 |quite]
different manner,

268. Representation of Disgust should be made by
repulsing the female Messenger, the lattet’s solictration of
reply [made by che beloved® one] and also by angry laughter
weeping and shaking of the head.

Anger

269, Anger arises [in a woman] when che beloved one
comes to her from the place of a rval woman, and carries
the signs of his Union with her and boasts about his
goad luck sn this matter.

270. Anger should be represented by turning round
the Valayas (bangles) and throwing up the Rasand in a loose
manner and by apprehensive and.tearful eyes,

On treating a lover at fault

271. Oa seeing the beloved one standing much ashamed
and afraid due to his gaile, [the Herione] shonld harass him
with rebuke made up of words spoken in jealous [indigna-
tion],

272. But no very cruel words should be uttered, and no
very angry words should also be applicd. [The Herinc]
should speak tearfully cthings referring to her ownself (L c.
her ill luck),

273-275. This atucude should be represented by placing
on the breast a hand the middle finger of which is touch
whe edge of the hp, 2nd by loaking with cyes uprurned, and
looking continuously or assuming a Karana i which 2 hand
is placed on the hip with the fingers separated or by moving
them on the head and lerting them Kl together or by a look
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of Dissimulation or by beauntiful gestures finger of indicating
threat.

275-277. Alter saying ““You are shining,” “You look
well,”” +Go", “Why are you tarrymg", “Don’t touch me,”
“Go to the beloved one whe 15 1n your heart,” *And go
away,” she should turn back and resume her joyful expres-
sion en any pretext

278, In case of being taken forcibly by the dress, the
hand or the hair (iit. head) the woman should be softened
even after obsetving the guile [of the beloved person].’

279. When taken by her hond, dress ot hau the
womzh drawing near the beloved onc should slowly release
herself from him.

280  When taken by her hair, hand or dress the woman
should enjoy (k. take) the touch of the beloved 1o such a
way that he may not perceve t.

281, The woman should slowly release her har [from
the hands of the beloved one] by standing frst on her toes
with limbs bent and then taking to the Advakrinta posture.!

282.  Her hair being not released [due to efforts of the
beloved one] the woman should slightly perspire on his touch
and say “Hum bum, let [my hairs] go,” and Go away”.

283.  After hearing the angry words lihe #Go away”
the lover (. man) should [Rrst] go away and then come
back to start talking to her on any pretext.

284. Then the weman shoutd make movements of her
hand while uttering “Hum bum'”, and during thesc move-
ments she should pretend [anger] with abuses (Sapatha).

285. In case of her clothes being taken away [by the
beloved one] the woman should cither cover his eyes, conceal

275-277 *The trans of 277 is tentative,
281 * See XIII, 167-168,
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herself behind his back and cover her Nivi.

286. A woman should harass her [offending] 1> . «ll
he would fall to her feet; but on his falling at her - ¢ she
should look to the female Messenger.

287-288.  Then the Heroine should embrace the beloved
one and with the object of ntercoutse she should jopfully
walk [with him] to the bed. Al these should be represented
[only] by [appropriate] songs® with a gentle dance.

288-28g. When in a play there 1s any speaking to
the sky or any action depending on another man’s specch,
which relates to the Erotie Sentiment, then the same line of
representation should be followed by a woman.!

29o. The same should be the tule of representation if
an action of a play relates to the innet appartment (harem)
and the Erotic Sentiment.

Aets forbidden on the stage

291. One knowing the dramatic convenuon (natys-
dbarma) should not represent sleeping on the stage.  But if
[such is necessary] on some pretended need one should bring
the Act to a close.

292-293. If out of any necessity anyone sleeps alone or
with anyone, no kiss or embrace or any other private aces
such as biting, seratching with nails, loosening the Nivi, the
pressing of breasts and lips, should be presented on the stage.”

294. Taking food or sporting in water or doing any
immodest act should not be presented on the stage.

295. As a Naraka is to be witnessed by the father and
the son, the motHerin-faw and the daughterein-law [all

387.;88 1K, reads2go0 with some varistion  In trans 1z1s as follows:
Then the woman will tolerate (lit. accept) the touch of the beloved and holding
um up properly [from the feet] lead him to the bed.

2g2-293 * This shows the high moral tone of the lndian theatrical art,

61
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sitting together] these acts should be carcfully avoided.

296, With words which are very pleasant to hear and
have not very harsh sounds and are sweet and pot very cruel
the experts should write Nitakas which are to  centamn
good counsels.

Endearing terms of address for the belaved one

297. Now listen about tecms which women 1 love areto
use to their beloved ones when the Amorous Union takes place.

298. Such terms are “‘dear’’ (priya), “beloved”’ (kanta),
affectionate™ (uinita), *flord™ (natha), “master” (svams),
“lfe” (jivitay and «yoy” (nandans) when they are pleased.

Angry terms of address for the beloved one

29g. In case of anger, terms generally used may be
“ill-natured”  (duhiila), “tyrant” (dnricara, Le. ill-doing),
sdecertful”’ (3atha), “hostile™ (vama), “sndifferent” (virfipa),
“shameless” (nsrlapa) and “‘cruel” (msthura).

Endeaning terms of address

300. He who doces nothing undesirable. speaks nothing
improper, and always conducts himself uprightly s called
“dear” (priya).

301, He in whose lips or [other patts of] the body no
sign of Amorous Unton with apother woman 1s visible is
called “beloved”’

302, He who even in his anger does not cross words
{with the woman he loves] and does not use any harsh word
is called “affectionate’.

303. He who maintains an intercourse with 2 woman

295 ! Sec above 292+293 note.

a8 1 BLP, (p. 107, | 7-9) has eleven terms,
299 ' BhP, (p. 108, L 10-11) has erght rerme«
30t 1CHE BhP, p. 107, L 1415,
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by sweet words (sima, lit. conailiation), gifes (dami) pr -
ing eajoyment, caress and maintinance, is called * lo d

394. He who is 2 well-wisher [of his beloved  »:n],
1s able to protect her, is not conceited or jealous » always
alert on every occasion, 1s called **master”.

305. He who takes the woman to the bed to please
her tactfully by [providing] enjoyments according to her
wishes and destres, is called «life™.

305. He who 1s high-born, patient, clever, kind, master
of words and fic to be praised among women friends, 1s

1]

called *Joy™,

307. These words are used to highten the charm of
mtercourse. [ shall now speah of words which indicate
an want of love. Listen about them.

Angry terms of address explaned

308. He who 15 cruel, impatient, cenceited, shameless,
bragging, gwen to crossing words, is called ‘ll-natured”
(dubf:la).

309. He who restrains indiscretely a woman's movement
or beats her or uses harsh words to her, 15 called a *“tyrant”.

31a. He who for his own purpose speahs sweet words
but does not put them into practice 15 called **deceitful.

311. He who even being forbidden to do anything
does that very thing, and resolutely, 15 called **hostile™.

303 *CLBbP.p 107b. 1. 16-17,

304 1CE BhP, p. 107b, 1 18-19

jo5 *CE BEP p. 1efb, L 4-3; the term here ts giusteds, ‘lord of hfe”
306 ' CL BEP, p. 1085, L 2-3.

308 ' CL BhP. p. 108b, 1 1415

306 ' CLBBP. p. 109, L 4-3.

310 1 CLBbP, p, 1085, 1, 20, p, 106b, L 1.

3rr * CEL BYP, p. 108b, I, z2-13.
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312. He who has fresh wounds [received from 2
2nother woman] and is proud of it and remalns silent is
called sindifierent™*.

313. He who approacties the woman more resolutely
than ever even when he 1s guilty [rowards her] and bears che
marks of such a gult and 1s forbidden to approach, is called
“shameless™.

314. He who bemg gulty towards her tries to enjoy a
mntercourre with 2 woman by force, and does not think of
concilating her, 15 called *rcruel’.

315. These are the ways of using words to indicate
whether 2 lover &s dear or not so.  In different crrcumstances’
one should use them discretely’.

316. In songs [mentioming such 2 sivation] there
should be application of gentle dance of the Erotic Sentiment®
and the [representation of] fatiguing acts of love,

317. When there is a man in the sky alluding to
another person, and his word snggests the Erotic Sentiment,
the same should be the mode of representation [on the pare
of 2 woman].

318. These should alse bc the procedurc when a
[stmular] act relating to the Erotic Sentiment takes place in a
Nitaka, with regard to 2 male,

319. This is the rule about the representation of inci-
dents relating to the harem. 1 shall now descibe in due
order the rules regarding the goddesses (lie. celestial females)'.

Goddesses sn buman roles
320. The dress of goddesses is always brilliant, their

31z ' CL BhP, p. 1085, 1, 14-13.
313 *CE BhP, p. 103b. 1, 18.19
314 *CL BbP, p. 108b, 1 2o,
315 ! That isinirony (scllantbers-bligpts). Sec SD. 109.
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mind is always full of joy and their time is alwars ro 4
happily and in sports,

321.  Celestial males have no jealousy, anger a d
in hfe, and they require no propitiation of thew fema -

322. When celestial women umite with huma beings
they are ro assume all the Psychological States of a mortal.

323- When celestial women sustamm a fall [from the
hcaven] due to a curse, their union wich human males and
the mode of approach should be likewise

324. [Remaining] invistble, she should tempt them
with her votce and wich [the scent of] Howers in her decora-
cont and then revealing herself for a4 moment she should
disappear.

323. The Hero is to be maddened by 2 display of
dresses, ornaments, garlands and letters and such  other
means.

e}
o

326. Love growing out infatuation will be pleasing,
and that [love] which is narural will ot cause such abundant
feclings.

327. Being reduced to human existence celestial males
should assume all the Psychological States which are proper
for men and should behave like them.

328. This should be the practice in connexion with
Lingly Etiquette in relation to the harem. The Etiquette
in relation to the outsiders will be treated in rules regarding
Couttezans (vaiiska).

Here ends Chapter XXIV of Bharata’s Natyasasua
which treats of the Harmonious Represenration.



CHapTER TWENTYFIVE
DEALINGS WITH COURTEZANS

The defomtion of an Expert Gallant

1. One excelling (vdesayer)' n all the ates (kalz)’ is
called a Vafestha (specialist) or onc 1s also called Vaibika
because of lus dealings with the courtezans (vedyopacara)’.

2. A man who has learnt all the arts (kalz)' and 15
an adept 1n all the crales ($ilpa) and can [besides] captivate
the heart of women, 1s called a Vaidika (Eapere Gallant)®,

Qualytses of an Expert Gallant
3. His thutythree [charactensuc] quahities are briefly
of three classes physical, extrancous (#harya) and psycholo-
gal (sabapa, lic. natural).
4-7. Onc who 1s well-versed 1n the Sastras, skilled 1n
arts, crafrs, well-formed, pleasant-looking, po“crful, possess-
g sclf-command, desirable age, dress and pedigree, 15

1 1Sce BhP p 106, 1-10.

2 These are generally considered to be sixryfour tn number. See Vatsyiyana,
KS L3 34 Butthe Jans have thewr numberas scientytwe (Sec Amulya
Chandra Sen, “Soctal Life 1n Jain Luterature,® Calcutta, 1933 pp 12-15)

3 This erymology is sensible  For veia (tesidence of courtezans) 1s connected
with veiyd (woman who ts available for all the members of the tmbe or the
settlement).

2 * Sce above 1 note 2,

9 The word kald is usually synonymous wnh &ifpa, For the most of the
sixtyfour 1tems included by ViatsySyana (I ¢) are nothing but crafts.  But when
the two words are used together in a sentence, Silpa may be taken in the sense
of *etaft’ anly.

% Another name for vaifska (Expert Gallant) scems to be wizs  See KS.
1 4. 163 SD, 80 and also XXXV. 74.

4-7 1 See BhP, p, 106, 1 2-9.
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fricnclly (surabhs), swcct—tcmpcred mumficent, p. - B
from bragging, fearless, accustomed to use su. AN
clever, clegant, clean [in his habits], expertan the = of

love, hoaest, able to act suitably to ttmec and plac.  -peaker
of no pityful words, accustomed to speak smilingl; eloquent
careful, sweet-tongued, greedless as a parener, tull of faich,
fitm i resolve, not rash, making contidence to accessible
(gcmy&) women and has a sense of self-respect, 1s called an
Expert Gallant.

8. [According to another authonty] his six [special]
qualitics are] that he should be devoted [in hus love affairs],
clean [in his habues], self-possessed, honest, dignifted, have
a [suieable] age and able to talk on vared wpics (eszrabbs-
dbiyi),

A female Blessenger

9-10. A wise woman, female story-teller, a [female
ascetic or a woman of the stage’, 20 intelligent woman, a
female neighbour, a female friend, a maid-servant, an un-
married gitl, a crafts-woman®, a foster-mother, 2 nun® or a
female fortune-teller [can be employed as famele] a Messen-
ger'.

Qualizies of the Messenger

1. A wase person should never engage as a Messen-
ger any person (lit. male or female) who is feolish, beautiful,
wealthy or discased’.

12. Any woman should be engaged as 2 Messenger
when she knows the art of encouraging [the beloved], is
sweet in Her words, honest, able to act suitably to the

9-10 ¥ As. explains reigopaiiviod as raabaserl,

2 CE, DR IL. 2g; SD. 157 scparate the words kira 3nd filpes.

3 A oo of the Feretical sects Iike the Boddhiszs.  See note 4 below,
SCEK5. V. 4. 23.

11 ' Cf BhP, p 94 (1.9-10).
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occaston, charming 1 her behaviour and is able to heep
secrets”.

13. She should encourage [the beloved ene] by
mentioming the various causes and should communicate the
exact words [of the latter] and describe his condition™

14. Besides female Messenger should make an exag-
gerated statement about hus birth, wealth and [eapacicy for],
intercourse and speak freely about the purpose [of her visit]

15. The Messenger shouid in vanous ways brng
about for the man an Union with a woman who 1s 1n love
for the first time or a beloved woman who has been angry
wirh him'.

16-17. The first meeting of men [with women] may
be made duning a festave nighe, 1n her house, m a patk, n
the house of a kinsman, a foster-mother or a2 female friend
or in a dinner-party or on the pretext of seeing a sick petson,
or in an empty house’.

18  After mecting 2 woman in one of these various
ways one should carefully observe from different marks whe-
ther she 1s attached or the opposite.

A woman excesswely overcome wsth love

tg. The woman who from her natural feelings is smut-
ten with love and docs not conceal her amorous behaviour
fac the sight of the beloved] is said to be *‘overcome with
love” {madanatara),

12 P CLKS.T 5. 28, 8D, 158,

13 YCLKS.1 528 BbP. p 04,1 4-13.

14 YCLEKS ] 5 28, BhP. p. g4} 11-13.
15 ' CE BhP. p. 94,1 1415,

16+17 15See Ag * Cf, BhP. p. 64 1. 16-15,
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An attached woman

20-23. When 2 woman speaks of her lover [ ]
qualities to her friend, gives him her own mones LIS
his friends, hates his enemies, seeks to unite w a him,
becomes much pleased to see him, looks pleased afrer 2
talk about him, sleeps after he has slept, hisses after he
has kissed her, rises [tn the morning] before he gees
up, puts up with suffeing [for his sake], remamns the
same in happiness and in misery, and never becomes angty,
she is sad o be “attached” (anwrakiz). These indicate
her characteristics.

A bostile woman

24-27. The characteristics of a hostile woman are as
followst when kissed she wipes off her mouth, speaks
unpleasant words, becomes angry even when sweet words
have been spoken to her, hates his friends, praises his ene-
mies, ltes down on the bed with her back tutned against him,
goes to bed frst, is never pleased even after a great deal of
honour[has been shown her], never puts up with suffering,
becomes angry without any provocation, does not look at
him or greet him, The woman who betrays these signs
should be matked as *hostile” (virakea).”

Winming back of woman's beare

28-z9. [The following measures may lead to] the
winning  (lir. waking) back of a woman’s heart:l display of
wealth, showing of good-will, proposal of gwving money,'
[actually] giving money, pretending to give her up and
making gesturs of atrachment (bbavopaksepa).” from near.

20-23 *!See BhP.p. 1151 2-8,
24+27 ' BhP. p. 116, L, 4-3, 13, 6, also 713, 14-19.
28-29 1S5ec Ag. 2 Sce Ag,

62
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Canses of bostility
30-31. A man or a woman becomes hostile to the
lover due to poverty, disease, misery, hatshness, want of
learming, going abroad, offended self-estcem, excessive greed,
transgression [ob good conduct], coming bach late fat day or
at mght] and resorting to undesirable acts.'

Acts winning woman’s bearts

32. In connexton with love, onc’s acts should be
capable of winning the hearr (lic. attachment) of women
By these [acts] a woman may be pacified and won over.

33-35. A covetous woman should be won over by
[making herJa gift of money, a learned woman by knowledge
of arts, a clever woman by sportfulness, a sensitive woman
by acung according her desite, and mahing her accept orna-
ments will induce her to an intercours ; a woman who hates
man 15 to be propitsated by stories to her hking, a girl below
sixteen (bald) by a present of play-things, a ternfied woman
by cheening her up, a proud woman by scrwile attendance
and a nobel lady by the practice of arts’,

Three types of woman

36.  Thtee are the natures of women, supertor, middling
and nfetior. But the nature of courtezans are appropnate to
their own class,

A supersor woman

37-39 The woman who remains unperturbed when she
has been offended, does not use harsh words to her beloved
one, has a short-lived anger, possesses stull in arts, is desired by
men for her high birth, wealth, capacity for giving enjoyment
and the like, is an expere in the acts of love (Eamatantra), is
honest, possesses physical charm, becomes angry only when

30-31 * CE BRP, p. 117, L 811,
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w

there is a [propet] cause, speaks without malice a-
the praper occasion [for all acts] is fic for »....l .- &
is (subbagd)' of the superior class.
4 middling woman
40-41. The womzn who desites men and 15 d.sired by
men, is skilled in the acts of love, jealous of her rivals,
is overcome with malice, is not sincere and has short-lived
anger, is proud, and can be pacified in 2 moment, is of the
middling class’.
An inferior woman
42. The woman who is angry without a smtable cause,
ill-natured, very proud, fickle, harsh, and remains angry for a
long time, is of the inferior class.!
Four stages of & woman’s youth
43. The youthful exploits of women when they have
tasted love’s pleasures are manifested in four stages through
dresses, limbs and their movements as well as [inner] qualities’
Pn'mdry yantb
44. The pramary jouth which has an enthusiasm for
sexual acts, is characterised by plump thighs, cheeks, hips,
lips and breasts which are firm and  conducive o {lic.
charming in) love’s pleasures’.
Secordary youth
45. The secondary youth which affords the best pleasure
of love is characterised by full and round Jimbs, plump breasts
and slender waist®,

37-39 1A weewa who has proper ags and healdh.
¥ CE. BbP. p. 30z, L 1-5.

40-41 ¥ CL BaP.p. 102, L 6-g.

4z *CE BLP.p. 107, L 1o-13.

43 ¥ CE BhP.p. 103, I 10,

45 I CEBRP.p, 103, L 11-16.

45 ' CEf BEP.p. 104, L 2~i1,
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Tertiary youth

46, The tertiary youth is provided with all kinds of
beauty, excieing sexual desire and is maddening and rich in
various qualities’, and tn it sexual passion adds to a woman's
graces.

Quarternary youth

47-48. The guartetnary youth which is the enemy of
intercourse comes when the primary, the secondary and
the ctertiary youths have gone by'. It s charactenzed by
reduced physical charm due to slightly pale cheeks, hips, lips
breasts as well as an enthusiasm for sexual acts™.

Behaviour n the primary youth

49- A woman mn her first youth 15 to be known as one
who cannot take much pains, 1s neither pleased nor displeased
with her (female) rivals and 15 attached to persons of mild
qualities’.

Behavsour 1n the secondary youth

50. A woman in her secondary youth takes offence
light:ly, and her anger and malice are also not great, and
her anger she remains sifent’.

Bebavsonr sn the tertiary youth

5t. A woman in her tertrary youth is an expert in
tntercourse, full of malice for her rivals, has many qualities
and is not secretive and shows pride in her acts’,

Bebavionr sn the guarternary youth
52. A woman in her quarternary youth is capable of

46 *CLBRP.p, 104, I 1314,

47-48 2 Through over-indulgence in sezual actsis it may come even after
the first or the second stage. ¥ Cf. BhD. 103, L 1-6.

45 1 CE BhP. p. 104, L 2-6,

so 1CLBhP. p. 104, L £3-18.

st Y Cf BLP. p. 105, L 14
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captivating a man, has no malice to her rivals even if she
1s an expert in love's enjoyments, and she always desites
to remain unscparated [from her beloved man]",

Froe types of men

53-54. These are thHe four stages of youth for the
Heroine in a drama. I shall now desenbe the types (lic.
quahiries) of men with regard to the practice of amours With
sefetence to their dealings {lit, applcatien) with women they
are of five types, such as is “‘clever”, “superior’ , “middling”
“inferior” and **novice’ (vreeaba).!

~ 4 clever man

55. A man is to be known as “clever” when he 1s sym-
pathetic, able to endute hardship, shilled 1n pacifying anger
in connexion with love, expert in sexual acts, and 15 honest,
suppliant and not sclf-willed,

A snperior man
56-57. A man 1s to be known as “superior’” when he
does not do anything displeasing, when he comes to hoow
of her slight aversion, or has found out her motiwve com-
pletely, and hasa good memory and self-command, is dlgnihed,
and knows thoroughly the mysterics of [human] feelings
{lic. heart), One who is sweet [in manners], munificent
and feels love, buc is not overcome by passion, and when in-
sulted by a woman gets disgusted with her, is also [to be
known as]a *supertor’’ man.!
A mdling rian
58. A level-headed man who tries to understand by all
means a woman’s feelings of and s disgusted with her

g2 1 CE BhP. p. 105, I, 8-20.
53-54 * Cf, BhP. o1, L 20ff.
56-57 3 CE DR, 1], 361, BbP, p, 92 L 2-3
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ondiscovering any of her deceit, is to be known as ““midding”.

59. A man who makes z gift in proper time, does
not Have much anger even when he is insulted, but on dis-
covering her shght act of desceit, gets disgusted witha
woman, is to be Lnown as “midling™".

Un snferior man

60-61. A man who shamelessly approaches a woman
with a steadfast love even when she has insulted him, has
passed to another and has withdrawn her love due to her
attachment for another, and loves ber openly and more
strongly 1n spite of a friend's advice to the contrary even
when he has come to know directly of her deceit, is to be
known as “inferior”.

A novsce

62-63. A man who does not care for fear or anger, s
Foolish, has naturally excessive fecling, is obdurate, attless in
acts of love, not rough in love-quarrels {and] 1n strikings
connected therewith, and a plaything of women, is to be
known as “novice’’.

Psychologscal approsch to women

64. Women are of different nature’ and their hearrs
are mysterious. Hence 2 wise man should make to them
approaches as befit their respective spirits.

65. A man should deal with 2 woman according to the
Science of Erotics after he has measured through different
means her love or its absence.

66. Suchmeans are Conciliation (sZme)?, Gift {predina
1=dins), Discord (bbeds), Chastisement (dznds) and

Indifference (wpckiz) to women.

59 1K, reads this as follows: w3id woull WREETG w0l WOTHA
Tefrdid oo free weissite 0
66 2 CL BhP'p 214. L 7. These tereas have been from the Arthafisera,
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Conciliation

67. That whichis effected through a projectio . <5
own self by saying “I am yours”, “You are mwe’ 1 1m
dear to you'’, “*you are dear to me” is called Concilut 0a

68. Giving wealth according to the measure of one’s
property n season and out of season, and concealing che same
under some pretext 1s called Gift'.

Discord

69. Showing the faults of her dear one by some means,
is Discord.

Chastssement

70. An indiffetent woman is to be re-united by Con-
ciliation, a covetous one by giving her wealth, and a woman
attached to another person should be won over by Discord.

71. When from 2 changed attitude a woman deterrorates
into a wicked one, she should be chastised with slight
beating,? and restraint of her movement.

72. If after an exaustive adoption in due order, of
means such as Conciliztion and the like, a woman does not
come under control chen a clever man should be indifferent
to her,

Reading a women’s beart from ber bebavonr

73 It is from the expression of her face or from her
eyes or from the movement of her limbs that one is to know
whether 2 woman hates a man or loves him or is indifferent
to him.

63 That1s, in joys 2nd sorrows (Ag ).

7t 1 Ag. explaias this as defintara [pa) lydyanam purssintera-gamanam.

* The husband’s conjugal right of punishmant such as blows with a chord
of a rod is often referred to 1o the Swmrei Lit. (Mana. 8, 2ggf; Sankha, 4 16 etc.)
See also Kaugilya I 3. and Jolly. Hindu Law acd Customs. p 145
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A courtezan's mercenary trestment of men

74. Courtezans excepr when they belongs to gods or
the Ling are always available for money to 2 man whether he
1s dear to them or not,

75-76  [To them) a man [gving money] becomes dear
even 1f they hated hum before, becomes dearer than ever sf
she already was dear to them, ts admitted as well-behaved
even if ke 15 wicked, and as Passr_sscd of good many qualitics
even 1f he has none.

On seeing him their eyeballs dance [1n joy] and they
smile as it were with eyes, and due to simulation of [proper]
feeling thetr faces assume an agrecable colour.

77. Passion anses i them after they have been treated
with proper means or have been separated [for some tme],
just as fire comes out of wood.

78. This & the traditional method of dealing with
women so far as courtezans are concerned. This should be
vtthized an surtable manner in the Nigha or the Prakarana.

79- This 1s the method of dealing with courtczans to

be followed by the experts. Now listen about the Varied
Representation.

Here ends the Chapter XXV of Bharata’s Nityafistra,
which treats Dealings with Courtezens.
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VARIED REPRESENTATION

1. The speciality in the representation through Gestures
and the like, which occurs from time to tume, but has not
been me mentened [before] when stated in diverse ways, 1s
known as the Varied Representation {cstrdbhsnays).!

Day, nsght and scasons etc.

2-4. To mdicate morning and evening, day and night
seasons, clouds, forest-rcgmn, wide expanse of water, directions,
planets, stats and anything that s somewhat fixed, one 1s
to make the following gesturesy two hands rased wich
Paraka' and Svastika® gestures, Udvahua head® looking
upwards with various eyes [fitting each occasion].

Objects on the ground

5. Wiuh the same® gestures of the hands and of the
head together with the eyes looking downwards, one is to
indicate [objects] resting on the ground.

Moonlsght, bappsmess and asr etc,

6. To indicate moonlight, happiness, air, flavour
(ras4) and smell, one is to use gestures for representing touch
and horripilation.

The sun, dust and smoke etc.

7. To indicate the sun, dust, smoke and fire one is to
cover one’s face with clothes. And heat of the ground and
heat of the sun are to be indicated by a desircfor a shady place.

1 Their collective usc as under 5-20 below. Ag. makes 2 scholastic dis-
cussion on the justification of the term ertrabbinays, Bur this does not appear
o be convindng.

2+4 1 SeeIX. 17-26 % See IX. 134 3 Sce VIIL 27

5 ! Asdescribed above.

&3
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The mid-day sun

8. The midday sun is to be indicated by looking
upward with half-shut eyes, and the rsing or the setting
sun by a representation of the idea of depth.

Pleasent objects

9. To indicate anything pleasant and happy, one is to
use gestures for represenung the touch of one’s body together
with homipilation.

Sharp objects

10. And to indicate things of sharp nature onc is o
use gestutes for representing touch of one’s limbs and uneasi-
ness and to narrow down one’s mouth.

Deep and exalted feeling

11. To indicate these tn connexinn with deep and
cxaled feclings one 1s to have the Sausthava® of the limbs
and a display of pride and conceit,

Necklace and flowers ete.

12. To indicate a necklace and a fower garland one is
to hold the two Arala hands® in the place where the sacted
thread is held and then to scparate them from the Svastika®
Posinon.

Tbe sdea of entirety

13. To indicate the sense of “entirety” one is to move
on the index finger, look round and press the Alapallava
hand.*

Auadsble or visible objects

14. To indicate anything audible ot visible whether iz
relates to the spealer or to the person spoken to, or o anyone
else, one should point to the eats and cyes respectively,

1z 1Sec IX. 88.g1.
12 1 8See IX, 26-52, ¥ See IX, 334.
13 1 5ee IX. go.



499 VARIED REPRESENTION

Lightning and shooting stars etc.

15, Lighening, shooting stars, peals of thunder ~zris
fof fire] and fame shonld be indicated by relaxed limb, and
fixed look.

Repugnant objects

16. To indicare anything repuganc to oneself, or to
avoid its contacr one is to practice Udvestita® and Parivrtta
(Parivartita)® Karanas of hands and o bend the head and to
look cbliquely.

Hot wind and bear ctc.

17. To indicare hot wind, hear frem the sky, warding
off of dust, rains, insects and bees one should coverone’s face,
Lions and bears etc.

18. Lions, beass, monkeys, tigers and other beasts of
prey should be indicated by holding Padmakofa® hands down-
wards ia the form of a Svastika.

Worshipping supersors

19. To indicate worshipping the feet of the superiors
(gurn) onc sHould hold Tripataka® and Svastiha® hands, and
taking up of the goad or the whip should be indicated by
Svastika and Karaki [mubha]® hands.

Numerals

20-21. Numerals from one to ten should be tndicated
by fingers [of corresponding number]. Muldples of tens,
hundreads and thousands are to be indicated by the ewo
Pacik3 hands,

22. Any number above ten should be indicated by
speech [only] and by indircet representation.’

16 ¥ Ses IX. 208, 3 See IX. z10.

18 1Sec IX, 8o

rg 1SceIX 26-32, 2SeelX.13q. 2 SeeIX.65-64.
23 * This is ot claar,
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Umbrellas and banners ete.

23. Umbrellas', banners and  banner-staffs should be
indicated by representation of the holding of any staff, and
different weapons by the manner of holding them.

Memory and medstatson etc.

24. Memory and meditation should be represented by
wndicating  attention, downcast eyes, slightly bent head and
the lefr hand with the Sandamia’ gesture

Hesghe

25. Olfsprings and bheight should be indicated by
mahing the head Udvahita' and holding the Hamsapaksa®
hands, en the night side.

Past and cessatson ete.

26. The idea of past, cessation, destruction or words
listened, 1s o be indicated by carrying from the lefe the
‘Arila’ hand on the head.

Antumn

27. Autumn should be tndicated by reptesentng 2
composure of all the senses, brightness of all the directions
and a beautiful landscape.

Early winter

28. Early winter (bemanta) should be indicated by the
superior and the middling characters through narrowing down
their limbs and secking the sun, fire and [warm] clothing.

29. The samc should be indicated by the inferer char-
acters through groaning (isjana), clicking (fitkzra), and tremb-
ling of the head and of the lips and the clatrering of teeth.

24 3 SeeIX. 109,
25 1See VIIL 27, * See IX, 105,
26 1 SeeIX. 46.52,
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30. The superior characters also may sometimes indicate
the winter in this manner, f due to fate they arc1na
muserable condition.

Winter

31.  One s to indicate the winter by the representation
of smelling the flowers, [of the season], dunking wine’ and
of fecling an unpleasant wind.!

Spring

32. The spring (vasanta) ts to be indicated by the
representation of acts of rejotcing, enjoyments and festivittes
and a display of various Aowers [of the season].

Summer

33- The summer is to be indicated through the
representation of the heat of the earth, fans, wiping off
sweat and fecling the hot wind.

Rans

34 The rainy season {pravrs) is to be indicated through
the representation of the Kadamba, the Nimba and the
Kutaja flowers, green grass, Indragopa tnsects and groups ot
peacocks'.

Rarny mght

35. A night in the rainy season should be indicated by
the loud sound of the masses of clouds, falling showers of
rain, as well as hightning and peals of thunder.

Seasons i general

36. Each season should be lndicated by the sign,
costume, activity or scenery which s proper to 1t or whatever
1s [specially] desired or avaided (lic. undesired) 10 15

37. These seasons according to the necessity should be
indicated with porper Sentiments as being full of happiness

3t 15eeRS.V.5and 10,
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for those who are happy, and full of distress for those who
are afflicted.

Psychologscal States

38. Psychological States® should be indicated by the re-
presentation of the Determinants (vsbhdva)’ and similatly the
Psychological States are also tndicated (lit, accomplished) by
the representation of Consequents (anubbava)’.

Determsnants

39. Acts connected with the Determinants should be
represented by means of the Consequents; and the Psychologi-
cal States relate to the representation of one’s own self, and
the Determinants relate to an exhibition of another person
[tn relation to the self]’.

40. A preceptor, a fnend, an affectionate companion
(sakbZ), a relation from the mothet’s or the father’s side,
who may come and be [tespectfully] announced® [properly],
15 called a Determinant®.

Conscg"ent:

41. The honour shown to him' by tising from the sea,
by offering him presents and a seat, and by using respectful
words, are called the Consequents.

42. Sumlarly tn other cases also, from an observation of
different 1incidents [in a play] one should find out the
Determinants and the Consequents from actions [relaced
to them].

38 1K reads before this the following text whick 1n trans, 15 as follows:
He who is imbued with a state pleasant or otherwise, looks under its wnflu-
cnce everything as parmeated with st For the def. of bbava see VL 1-3.
3See VII 3-4 8 See VII 4-5.

39 ISce Ag on therr pomnt

40 ' This 1s only an cxample of one of the many oibbivss which may
lead to the many Psychologieal States,

41 1 Ope of the persons mentoned in 40 above.
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43- Reply to 2 message given to the Messenger
called a Consequent marked by such 3 teply.

44. In these ways the Determinantsand the Co- = s
are to be represented by men as well as women,

General directions for the representation

45- In the representation of therr own nature, men
should assume the Vaisnava posrure’ and women the Ayaw’
or the Avahictha’ posturesin relation to [appropriate] actions.

46. [But] there occurring special need for the same,
other postures'may [also] be introduced for the representation
of different Psychological States in spectal types of play.

Men's and women’s efforts

47- Efforts of men should be characterized by patience
as well as by sportful ltmbs, and those of women by dehcae
Angaharas.!

- Women's movements of hmbs

48. Women's movement of hands, feet and other mbs
should be graceful (lalts) while men’s movement of these
should be restrained (dbira) as well as vehement (nddbata)’.

Meaning of words

49- Representation of the meaning of words are to be
made differently by men and women. 1 shall explain them
in due to order through the Psychological States and the
Conssquents proper to them.

Joy

50. One shoald indicate one’s joy [barsd) by embracing
the {other's} body, by smiling eyes as wellas by hortipilation.*

5r. An actress {nartaki) should indicate joy by sudden
Borripilation, teatful eyes, smiling words and a loving atutude.

45 'Scc XL 5152, 2Sec XHLsszrzo.  ? 5id.
47 *SeeIV. 1708,
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Anger

52. One should indicate anger by vpturned red cyes,

biung of hips, [deep) breathing and trembling of Jimbs.
Jealons dAnger of women

53-54. Jealous Anget (irsyzbrodba} of women should be
mdicated by tearful eyes, tremor of the chin and of the Jips,
shaling of the head. knnting of the eye-brows, kecping
stlent, curling of the fingers, giving up garlands and orna-
ments and assuming the Ayata postare (sthana)'.

Men's sorrow *

55. Mena'’s sorrow should be sudicated by much
breathing and sighing, thinking with a downcast face and
speahing to the sky.

Women's sorrow

56. Women's sorrow should be tndicated by weeping’,
sighing, stnking the breasw, falling on the ground and
striking [the body against] the ground,

57. Crying' which has been mentioned before as arising
from tears of joy and from jealousy, should be apphed in
case of women and of inferior male characters.

Men’s fear

58.  Men's fear should be indicated by acts of consterna-
tion (sambbrama), and of dismay (wdvega), fall of weapons
[trom their hands), as well as patience, excitement 2nd force.

Women's fear

59-60. Women's fear should be indicated by eyes with
moving eyeballs throbbing and shaking limbs, glancing
sideways for fear (lic. terrificd heart), looking for someone to
sescue them, weeping loudly and patring their arms round
{the dear one staying close by].

Women’s intoxicated condstion
6r. Intoxicated conditions (ht. intoxication) which have
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been mentioned before should be applied to women, 111
of the inferior type.

61-62, Women's mrovication should be ndi 1 by
delicately faltering movements trying to grasp s m thiog
(le. the sky), rolling of eyes, of uttermg indistince (: dagna)
words znd shaking of limbs.

63. THese are the rules to be followed n a cheateical
production for the representation of meu's or women's
Psychological States when occasion for these will anse.

64. In a theatucal production the Psychological States
of women are all to be made graceful (latita) and that of mien
endowed with self-control and equantmuy.

Parrots and Sirtkas

6s. Datrots, Siethis and small birds like thesc, ate to

be indicated by two moving fingers in the Tripatdka hand,
Big birds

66. But birds like peacocks, cranes and swans which
are naturally big are to be indicated by proper Recakas and
Angahiras,

Usses and camels ete.

67. Asses, camels, clepliants, lions, tigers, cows,
buffaloes and the like should be indicaced by Gaits and
gestutes [suicable ro them]®,

Bbiitas and DPifacas ete

68-69. Bhiitas, Pufdcas, Yalsas, Dinavas and Ralksasas
when they are not visible, should be indicated by the
Adgahiras, But when they are visible they should be
indicated by [the representation of] fear, dismay and
astonisiment.

70. When they remain anvisible, gods src to be
indicated according to the necessity by makng obeisance to
them and by movements suitable to the Psychological States,

64
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Greeting an muisible person
70-71. Greeung a man when he is invisible is to be
tndicated by touching the head with the Arzla hand' raised
from the side.
Greeting gods and supersors ete.

71-72.  Greeung gods, superiors (gurs), and ladies is to
be tndicated by the Katakavardhamina or the Kapota hand’
[touching che head similarly].

72-73. Gods and honourable persons when they appear
In person should be indicated by representing the deep
mnfluence [they have over the surroundings].

A great crowd and friends ete.
73-74. A great crowd, friends, Vitas and crooks are to
beindicated by means of the Parimandala (Uromandala) hand.

Mountasns and tall trees ete.

74-75- Mountans 1n connexion with therr height, and
tall trees are to be indicated by lifting upwards the out-
strecched hands.

Wide expanse of water

75-76. A wide expanse of sea-water 15 to be indicated
by two Patikd hands thrown out [side-ways], and herossm,
haughtiness, pride, magnanumity and growth upwards also
should be sndicated® by placing the Arila hand on the
forehead,

77-78. The two Mrgafirsa hands' turned away from
the breasts and held out quickly at 2 distance, will 1ndicate
anything made uncovered (spavrta).

70-71 1 8Sce IX. 46 52

71-72 ! 8ee IX. 136 % See IX. 129
7374 ' SeelX, 196,

77-78 1 Sen IX, 86,
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A house and darkness ete.
78-79. Datkness in 2 house, a hole or cave 15 co . du-
cated by holding slightly strerched hands which ha wr
palms upturned and which point downwards

Love-sick, enrsed and possessed persons

79-80.  Persons who are love-sick or under a curse or are
possessed of some evil spirit or enfeebled in mind by fever,
should be represented by [suiable] movements of therr face
and other limbs.

A swing

80-82. A swing should be indicated by the representa-
tion of its movement, sgitation of the limbs and the holding
of the strings. It is by acting like this (li. then) thac the
moving swing will be perceptible {to the spectators], and per-
sons occupying their scats [fust after representing a swing]
will be taken as moving 1n 2 swing.

82-83. I shall now speak of fthe indication of} **Speak-
ing to the Sky™ (E,éifguamna), ”SPeaking Aside”’ (Etmagata),
“Concealed Speaking” (apavirstaks) and ¢Privatc Personal
address™ (janantika).

Speaking to the Sky

83-85. Addressing someone staying at a distance or not
appearing in person ot inditectly addressing someone who
is not close by, is called Speaking to the Sky.' This mode
of speaking will present [the substance of] a dialogue by
means of replies related to various [imaginary] questions (lit.
causes) which may arise out of the play.*

Speaking dside

85-87. When overwhelmed with excessive joy, intoxica-

tion, madness, fit of passion, repugnance, fear, astontshment,

83.85 35 Ag
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anger and sorrow, one speaks out words which are in one's
mind (lit. heart), 1t 15 called Speaking Aside. This including
arguments, 15 often to be used 1n plays like the Nataka.
Concealed Speaking
And Concealed Speaking (apavirstaka) s telated o
SCCI’CCY.
Private Personal Address
88-89. When out of nccessity persons standing ¢lose by
ate [supposed] not to hear what s spoken to someoae else,
this constitutes Private Personal Address (janintika)'.
Thinking within oneself
Tt relates to something within one’s self (lit. heart) which
1s a matter of deliberatton® and feeling® and [which 15 1ndeed
a kind of Speaking Astde.
Speaking tn one's ears
Words na play, which are connected with secrecy should
be spoken un one’s ears preceded by *ss0, s0.”
go, When one 15 to speak from necessity of something
which has occurred eatlier, for avording repetition, ths should
be {stmilarly] spoken tn one’s cars.
9n. Without making any confusion (ht. mustake)
[among these] one should resort to Speaking to the Sky,
Pryvate Personal Addreess and Speaking Aside which will
[relace sometimes] to a wvistble or an nvisible person and

88-8g * Itis becanse both the jandnsrke and the apavirizaba are supposed
to be naudible to others on the stage. Ag quotes a view on their dustinetion

asfollows o @y srTlavamfosiy a@Edl ff sw@ 37, g8ed
FEdIstad gRTl qgeay 99 e Yol SR AwEd WY 9
G TH SRR FoRe AT §5-

And alate writer says: g wgEEAEET WA wgAEACd @I
afgsag uaifE@T, ND. p. 31, Butall this does nor seem to fit in mell

with the examples of the apaviritaka available 1n extant dramas, Cf Lévi, p. 61,
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[sometrimes] 10 one’s ownself or to others,?
Conceded Sperbing and Frrste Personal 4,

g2. Concealed Speaking and Prvate Pewoc -~
should be indicated by a Topatika hand cove - (the
speaker]'.

Reperition of tords

93- Words which are uttered due 0 wommonon
cahmi:y, anger and intenss sorrow, are to be repeated.

94 [Io such Cases} ueter w ords such as *ah me’ |, vals,
alas™, “what, what”, +den’t speak any more™ , and these
should be repeated twice or thrice'.

Suspension of representation

95. Distorted or incomplete words used fin a play]
should not be represented by gestures for explaining them (hir.
for the sake of definition).

Qbsercang proper Psychological States

96. The Psychological State which s proper w 2
superior [chacacter] should not be applied to a middliog onc;
and similarly che Psychological Stare which ts proper to 2
middling [character] should not be applied to an inferior one.?

97- By means of different Psychological States and
Seatiments which arise from moverents proper te the
superior, the middling and the inferior characters, a play
will atrain artractiveness.

No movement i the state of drexming

98. In the dreaming condition (scapndyses) the Psycho-
logical States should not be represented by any movement of
hands. This sheuld be explined by the represcntacion of
the Sartva and through specch enly.

g1 ! The trans, 15 tentative. .
g2 1Cf DR. L 65b; BhP. p. 210, 1 a1.32: SDL y25 Lévip 6:
54 1 Cosrect the beginning of o textas gEyl
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Specch in sleep
gg. Speaking in the somnolent condition should proceed
with a slow vorce; words 1n 1t should be [sometimcs] distinct
and [sometimes] indistinct, and sometimes their senses
should be repeated twice, and this speaking should [also]
depend on the recollection of the past [events].
Speech of the old people

roo. Speaking of the old people should be done with a
faltering voice and with dropping of the syllables [now and
then]; and

Chsldren's words

that of children should be made with lisping (kalasvara)

which will feave syllables unfinsshed.
Dying Speech

101, Indistinct speaking at the time of dywng should be
made with syllables produced by relaxed and heavy speech-
organs (karana), 1t should be a faltening voice resembling the
sound of [small] bells, and 1t should be accompanied by
hiccup, [hard] breathing and [the acton of] phlegm.

102.  Advent of a swoon should be followed by hiceup
and [hard] breathing. The speech there should be as indeath.
To indicate 1t, the speaking should contain tepetition®,

Representatson of death

103. Represcnuation of death which may arise from
different conditions will be of different nature. [For example],
sometimes it is indicated by throwing out all the hands and
feet, and sometimes by a paralysis of movement of all the
limbs.

Death from discase

104, Death from an attack of disease should be
represented by an occurrence of hiccup, [hard] breathing and
impercepuble movement of lumbs which should be relaxed.
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Death from drinking posson

1035, Death from drinking poison should be regm o med
by throwing out of hands and feet and other limb, _ d the
power of the poison will lead to the quivering actin ot the
[different} pares of the body.

Eight stages an death from posson

106-107.  The first stage of the action of poison 1s the
thinness of the body, the second tremor, the third a butning
sensation, the fousth hiccup, the fifth froth [1n the mouth],
the sixth breaking of the neck, the seventh patalysis and the
cighth deach’.

Thinness

107-108. Eyes with sunken eyeballs, depressed chieeks,
lips, and thinness of the belly and of the shoulder and of
arms will represent thinness',

TFremor

108-109. Tremor sHould be represented by shaking
simaltancously according to che situation the head, the hands
and the feet or some of these limbs separately.

Buming sensation

11o. Butning sensation should be represented by shak-
ing of the entire body, feeling pain, scratching the [different]
limbs and throwing out the hands and other limbs.

Hicenp

1r1.  Hiccup should be represented by repeated blinking
of eyes, belching, vomitting, econvulsion {aksepa), and uttering
of indistinct words.

Froth in the mouth

r1z. Froth [in the mouth] should be represented by

lack of consciousness and of movement of eyes.
Breaking of the neck
Breaking of the neck {Sirobbaiija=grivibbanga) shoufd
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be represented by the shoulder touching the cheek and che
lowening of the head.
Paralysis

r13. Paralysis {jadata) should be represented by inaction
of all the sense-organs. Together with belching, vomitting,
hcking the corners of the mouth, and turmingback of the head.

Death

114. Death whether 1t is due to a growth of disease or
to snake-bite should be represented, according to the dramatic
convention (nityadbarma) by a closure of the eyes.

115. These particular representations should be com-
bined with suitable Psychological States and with sufficient
Sateva, and [representation of] other popular aspects of these
should be learnt from the people,

General dsrections

116. Just as the garland-maker makes garlands from
various kinds of Aowers, the drama should be produced simi-
larly by gestures of differenc himbs, and by Sentiments and
Psychological States.

x17. Movements and Gaits that have been prescribed
by the rules for a character which has entered the stage,
should be mamntained by the actor without rigidity il he
males an exit.

118. Now I have finished speaking about the representa-
tion to be made through Words and Gestures. Things
omitted here by me should be gathered from [the usage of)
the people.

The treple basis of drama

11g9. The people, the Vedas and the spiritnal faculty
{¢dbyatma) are known as the three authonties. The drama
is mostly based on objects related to the fast two (the Veda
and the 4dbyitma).
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120-rz1. The drama which has 1ts otigin 1n th *
and the spiritual faculty (adbyatms) and includes | o o]
words and metre, succeeds when 1t 13 approved ot tae
people.  Hence the people are considered to be the { numate]
authority on drama.

1z1-122 A mumicry of the explowts of gods, sages,
kings as well as of house-holders 1 this world, 1s called
drama.’

12z2-123.  When human character with all its dufferent
Psychological States is represented with [surtable] Gestures, 1
is called drama.

People supplymg norm to drama

123-124. Thus the events (vart3) relaung to the people
in all their different conditions, may be (lic. should be) tn-
cluded in a play, by those well-versed in the Canons of
Drama (rdtya-veds).

124-5,25. Whatever S3stras, laws, arts and activities are
connected with the human pracuce, may be produced (lic.
called) as drama,

125-126. Rules regarding the feelings and activities of
the world, movable as well as immovable, cannot be formula-
ted (hie. ascertained) exhaustively by the Sasera.

126, The people have different dispositions, and on
their dispositions  drama rests.  Hence playwrights and
producers (prayoktr) should take the people as their [ultimate]
aur.hority [as regards the rules of the art].

127. Thus they (prayoker) should pay attention to the
feelings, gestures and the Sactvas in represeating the Psychf)-
Iogical States through various characters fthat may appear in

the drama].’

1280322 ¥ Seel, 120,
63
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128. The men who know in this order the art of
Histrionic Representation and applies it on the stage, receive
in this wotld the highest honour for putting o pracuce the
theoty of drama (natyatattva) as well as [the art of] acting
(abbinaya)!

12g. These are to be known as the modes of representa-
tion dependent on Words, Costumes, Make-up and Gestures.
An expert in dramatic preduction should adopt these for
Success [tn his undertaking].!

Here ends Chapter XXVI of Bharata's Nacya$istra
which treats of the Varied Representation,
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SUCCESS IN DRAMATIC PRODUTION

1. Ishall now describe the features of the two kinds of
Success (ssddbs) telating to drama. For the production
of a drama is wholly meant for (hir. based on) atrainmng
Success in it.}

Two kinds of Success

2. Success [in the dramauc production] which anises
from Words, Sattva and Gestures® 15 of two kinds:, divine
(daivsk3), and human (manugi)’, and relates to  various
Psychological States and Seatiments.

Human Success

3. [Of thesc two] the human [Success] has ten fearures,
and the divine [Success] swo; and they (r. e. such features)
constst [mostly] of various Sacrvas expressed vocally (vaamays)
znd physically (fariri).

Vocal Success

4- Slight Smile (sruza),* Smile (ardbabisa)* and Exces-
sive Laugheer (atshisa),’ ‘excellent” {s2dbss), <how wonderful’
(abo), ‘how pathetic” (Eastam), and tumulcrous applause
(pravrddbanids, lx. swelling uproar) ace the signs of the
Success expressed vocally (vanmays).

1 Fhus chapter duscusses the appreciation of theatncal producmon by
spectators who inclode persons of vamoss types possessiog diffiezent psyche-
Jogizal and culrmnal traiss.

3 ' gib-ssicings. These theee constimee the Basic Representanon,

Ses XXIV.

4 18See VI, 52,

2 The wdbabiss secms to be the same as basts, ssule; see note 1 abave,

% See nots 1 zhove,
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Pbhystcal Snccess

5. Joy cxprcsscd in hornpilation, the rsing up from the
seat and the giving away' of clothes {celadina) and throwing
of nings (afaguli-ksepa) ate sigos of ths Success expressed
physcally ($ariri).

6. When actors produce the Comic Sentiment slightly
dependent on words of donble entendre, the spectators should
always receive the same with a shght Soule!

7. When they (1. e. the actors) have a langhter not
very clear, or words which do not directly cause laughter, the
spectators  are  always to recewve the same with a Smile
(ardbabisya)

8. Laughter created by the bragging of the Jester or by
some artifice (filpa)’ should always be received by the specta-
tors with an Excessive Laughter (atsbisya)

Vocal Success (4 gain)

9. [Representation of deeds] which relate to the practice
of virtue and s endowed with excellence, should be g:cetcd
by the specrators with the word «texcellent” (s3dbx).

10.  Simiarly, “how wonderful” ts naturally uttered by
the spectators 1n  conncaton with Psychological States Llke
astonishment (orsmraya) and to express great joy and the like.

1t-12. But in the Pathctic Sentiment they should utter
with tears “how pathetic.”  And in cases of astonishment
there should always be a tumultuous applause (pravrddhanzda,

5 The age-long custom 1n India was z.‘nstt!\f wealthy among the speera.
tors oa being very highly pleased wyth a dfamatic :rfc‘i;nmce did at once take
out from their own bedy the co's\:gk'ﬁrn Is, other searing apparels or otpaments
to give them way 1o the tﬂ-nt:tz'gctfrs. Ealo NL, #;‘Bgf.

2 See note 1 zbove. A 5 J,{:" e

6 ! This prescripnion simiply g{nu our whetshifld zctually happen.

7 1 For czample, the aft EE cfmic mak?-:éj /:f(
I R E A
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hr. swelling uproar)  Through interrupting exclamatie .1d
by horripilation, [the assembly] of spectators are to 11 on-
strate profusely their internal commotion due to a serse of
wonder,

13-14. If che play has [aplot contaning] burning
hostility, cutting and piercing [of imbs], fght, portentous
calamity, terrific happening or minor personal combat, H3
should be received by the expert spectators with tears and
fising up [from the seat], and with shaking of the shoulder
and head.

15. This is the manner in which the human Success?
should be expressed. Now listen about the divine Success
which I am going to describe.

Divine Success

16. The Success [in dramatic production] which in:
cludes an excessive [display] of the Sattva® and expressey the
Psychological States [cleatly] s to be taken I:Drghg spectarors”
as divine (daro?). é"’{; < - T

17. When chere 15 no noise, no ?‘stugtb:ﬁlcc, no unus_gal/
occurrence [during the production o a Plehl]-—/ :ﬁﬂ%ﬁ!};}}
audttorium is full [of spectators], the SucCcsSHC_fx’ltlei_,dl\?’_,:#"'

Three kinds of Blemish
18. These are the varteties of the Success to be known

1z * The trans, is tentauve.

15 1This “human’ Success seems to rclite to the commen “human”
beings or average spectators, and they should be compared with men occupying
the gallery of a modern theatre. They are geaerally moved by external and
not deep aspects of a dramatic pexfurmzm:: See below 16 note.

16 * These ate the deeper aspects of a dramauc performapce.

17 ¥ The *'divine” Success scems to relate cultured  spectators who
generally take interest in decper and more subele aspects of 2 dramatic perfor-
mance and 2s such are above ordinary human beings and may be called

1

“divine
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by the spectators as human and divine. I shall speak here-
after of the Blemishes (ghita) coming from gods (drva).

1g9. Blemishes [in the production of a play] are of
three kinds; [that coming] from gods’, from the actors
themselves (atman)’, and from an enemy (pars)’. Somectimes
2 fourch vanety of it is what comes up due a  portentous
calamury.

Blemishes from gods
20. Blemshes from gods arez, [strong] wind, fire, rains,
fesr from an elephant or a serpenr, strohe of lightning,
appearance of ants, msects, a beast of prey killing? of

animals.
Blemsshes from an enemy

21. Blemishes created by an enemy' are: all round
screaming, buzzing (wispbotnta), notsy clapping, throwng of
cow-dung, clods of earth, grass and stones [in the place of
Pctfurmancc] .

22, Blemishes created by an enemy® are considered by
the wise to be due to jealousy, hostility [to the party
1njured], or being partial [to the patty’s cnemy], or teceving
bribe from the later (arthabbeda)”.

19 ' “Gods™ here means the sovrce of various acadents,  See zo below.
T Thetr acts of ommusion er commission are these Blemishes,  See below

2425 8 Ses below z1-z2.
zo 1l scems that the hiling of animals bad then a great atwacuen for
the people,

21 3 Thenval groups of acrors who contested for rewards from ther
parrons, became enemies to one another; see below 72,

= This kind of tmproper and dishonest acts somenimes occtrs also pow-a-days
10 meenings suppornog candidates from nival polincal parties, Human ps) cho-
logy has not much changed since the NS, was written more than two
thousand years ago.

22 ! See above zo note 2.

2 It secrms that the leaders of actors did not squple even to bnbe 1ndividual
spectators to gain therr ends.
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Blermsbes due to portents

23. Blemshes resulung from portents (amipis ) are
those due to earthquake, storm, the falling of meteots and
the Iike'.

Self-made Blemishes

I shall now describe Blemushes ansing from the actors
themselves (atma samuttha)

24-25. Unnaturalness [in the acting}, wrong movement
[of the actors]), unsuiabiliey of 2 role [te an actor]
(c+bbiimikatva)', loss of memory [of the actors], speaking
other words® (¢nysvacana i.e. those not in the play), [actor’s]
ery of distress®, want of propet hand movements (vihastatvd),
Eling off of the crown and other ornaments, defects in
playing the droms, shyness in of speech, laughing too
much and erying too much, are to be taken 2s obstruction
o Success®,

Sersons Blemishes

26-27  Arach of msects and ants® wholly spotls the
Success, while the faling off of the crown and ather orna-
ments giving nse to a tumultous noise [spoils the produc-
tion].

27-28  Kiling of anmmals® creates hindrance to the
production, and the falling off of 2 crown spotls the excellence.
But if taken down voluntarily chis will spoil one quatter of the
production,  But shy speech [of the actors] and the “’":ng
playing of the drums will, [however], wholly spoil Success’.

a3 1Itis posstble that due to sup us feat ansing from an appearanse
of these natura} phenomena confusion oceurred daning the performance,
2425 *CE Ag. ICL Ag. 8CE Ag

' 25 2 stands cencelled.
27-28 ' Cf Ag.
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29 The two [kinds of] Blemishes which cannot be
remedied in the production of 2 play are faults due to
a natutal calamity, and the running oot of water from
the Nadika'.

Palpable sources of Blemisbes

30-3t. Blemishes in a play are: repetition, defective
use of compound words, wrong use of case-endings, want of
proper euphonic combination, use of incoherent words, faulry
use of threz genders, confusion between direct and indirect
happenings, lapse in metre, interchange of long 2nd short
vowels, and obscrving wrong caesura’.

32. Absence of various notes, of sweetneas of notes,
and of wealth of notes, and 1gnorance of voice-registers and of
tempo, will drsturb musical rules {in the production of a play.]

33. Non-obscrvance of Sama, Mirga and Mirjani,
giving hard strokes, and ignotance abour the [right way
of] beginning and the stopping, will spoil the music of
drums’.

20 1 Nadik# (text nihki) is 2 measure of time.  See XX, 66 note 5. The
ancient Indian device for teasuring time consisted of a water-vessel of partcular
size with a well-defined tube (nZskd) atits bottom, Time required for the
complets running cut of water from it, was known asa nidiki (n2di). (See
AS. 1L 20, also AS notes, p.27). Hers nadik#is nsed in the sense of the
water-vessel for measuring time, On the necessity of dmelecping see
below 39 and XX. 23, 65-68. Ag's explanation does not seem o be clear.

29-30 3 Actors and actresses at the dme of the NS, usually being speakers
of Middle Indo-Aryan (Prakrit) and pot trained scholars, there occured all sorts
of lapses in their Sanskrine recitation, Hence is to be justified ih: humorous
reference to the nazs (actor) in a traditional eovpler which in trams, §s as
follows: Where would the volgarly-used words bave gone for fear of huater-
Jike prammarians, if there were no mouth-caves of a2smologers, actors, expert
gallants (Vira), singers and physicians? (Haldar, Inhisa, p. 143).

32 1 For the technical terms of music nsed here see XXVIIL

33 ! For technical terms of music used here see XXXIIL



XXVIT 42 SUCCESS IN DRAMATIC PRODUCTION

34-37. Omussion due to loss of memory, and det
enunciation  of speeches, potting on ornaments 1n wrong
places, faling off of the crown, not putting on some srna-
ment’, an tgnorance about mounting or dismounting charots,
elephants, horses, asses, camels, palanquins, aeral cars
(vimana) and vehicles [in gener.sl], or confuston about these,
wrongly holding or using weapons and armours, entering the
stage without the crown, or decoration or entering too late,
are the Blemishes which should be marked in proper places
by the clever experts, but they should leave out of considera-
tion the sacnficial post, taking up of the fire-wood, Kusa
grass, ladle and other vessels [related to a sacmifice].

Three grades of Blemshes

38. An expert in dramatc production should record
Blemishes as “mixed” {mifrd), *toral” (saroagars) and
“parual” (ekadefaja), but should not record [merely] Success
ot Blemishes [without any detailed 1nformation about these]

39. Total Success or an all-round Blemish expresses
itself in many ways. Buta matter affecting merely one
aspect [of the productron] should not be reckoned for lowering
the order [of excellence].

40.  After the puteing down of the Jarjara [by the
Durector] in a dramatic production, the Assessors (prafnska)
should always achicve in due manner the accuracy of uming
and of recording [of Blemishes as well as goods points].

Wrong Benedsction

41. When during 2 god’s festival, anyone foolfsbly
recites a Benedictory Sloka in honout of a wrong god, it 18
to be recorded as his Blemish in the Prehmunares.

Interpolatson ss @ Blemish )

42. When anyone interpolates the composition of one
playwnighe tato char of another, 2 blemush ts be recorded on
66
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its strength by the experes,’

43. When anyone kaowingly interpolates (lit, mixes)
in [his] play the name or work of another author, then
his Blemish in it being definite, no Success should be
recorded.”

44. When anyone produces a play in distegard of
costumes and languages belonging to a region, thea his
Blemush relaung to the rule of locality, should be recorded’.

Limutatron of buman efforts in a play

45  Who 1s able to observe perfectly the rules of [con-
structng] plays or producing [them on the stage]?, Or who
can be bold (he. cager) enough wn muind to [claim to]
understand properly all that have been sad'2

46. Hence one should include mn plays words which
have deep significance, are appoved of by the Vedas as well
as the people, and are [generally] acceptable to all persons.’

47- And no play (ht. nothing) can be devod of any
merit or totally frec from faules. Hence faylts 1n che produc-

4z *This seems to show clearly that theattical manugers did pot hesitate
sometimes 10 insert passages taken from one playwnght’s work inte that of
anothet to add to 1¢s effect

43 1 From this 1t appears that the practice of putting 10 the name of the
authar of a play m the Prologue, was not a sery ofd ene  This scems to explain
the absence of the author's name the works sscribed to Bhisz.

44 ' Fromaclose study of available playsit does not appear that the
rules la:d down 1n the Sistra were very scmpu]ousb’ followed ; or 1t is also Iikely
that the rules r f diff languages in a play, thanged with
the linguistrc development as well as other condions connected with the usc of
languages,

45 T Thisseems to poiat out thar no $istra can exbaustively lay down all
the rules which can never be made very clear and preaise; for many thipgs in
theatre relate to so0 many fAuctuating facrors,

45 1One shopld mark the stress pur on the Vedas and the popnlar
practice in cosnexion with the Nitya  See XXVI, 118120,

-
g g the use o
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tion of 2 play should not be made much of.

48.  Bur the actor should not [tor that reason] be ..re-
less about Words, Gestures and Costumes of minor 1mpore-
ance (lit. non-essentisl) as well as about represenung the
Sentiments and the Psychological States, dance, vocal and
instrumental music and popular usages® of the same kind
[rclating to the petformance].

An sdeal spectator of a performance

49. These are [the rules] defining the characteristics of
Success. 1 shall hereafter describe that of [an tdeal]
spectator (preksaka).

50-53. Those who are possessed of [good] character,
high birth, quiet behaviour and learning, are desirous of fame,
virtue, are impartial, advanced in age, proficient in drama 1
all its six hmbs, alerc, honest, unaffecced by passion, expert 1n
phaying the Four kinds of musical mstrumenc, very virtuous,
acquainred with the Costumes and Make-up, the rules of
dialects, the four kinds of Histriontc Representation, gram-
mar, prosody, and various [other] Sdstras, arc experts in
different arts and crafes, and have finc sense of the Sentiments
and the Psychological States, should be made spectators ia
witessing a drama.’

54. Anyone who has (le. is characrenized by) untuffed
senses, is honest, expert in the discussion of pros nr.:d conis,
detector of Faules and appreciator [of merus], is considered fic
to be a spectator in a drama.

55. He who attains gladness on secing 2 person gl:“:d.
and sorrow on seeing him sorry, and feels mis:mb.lc on sc:m%
him miserable, is considered fit ro be a spectator 1n 2 drama,

56-57. All these vatious qualties are not known to exist

47 17This is a very wise counsel for the hasty critics of 2 ply-
55 * The critic muse be a man wck abuadane sympathy
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in one single spectator, Hence, because objects of knowledge,
are so numerous, and the span of lfe is so brief,’ the
infersor common persons in an assembly which consists of
the supertor, the middhing and the mferior members, cannot
be expected to appeciate the performance of the superior ones.

58. And hence an individual to whom a parricular
dress, professton, speech and an act belong as his own, should
be considered Bt for apprectaung the same.

Vartons classes of spectator

59. Dufferent are the dispositions of women and men,
young and old, who may be of the superior, middling or
inlerior type, and on the such disposiions [the Success of] a
dramz rests.

Diuspositson of different spectators

6o. Young people are pleased n seeing [the presentation
of] lave, the Jearned a reference to some [religious or philo-
sophucal] doctrine,’ the seehers of money [topics of] wealeh,
and the passionless, topics of liberation.

61.  Heroic persons are always pleased with the Odious
and the Teruble Sentiments, the personal combats and
battles, and the old people in rales of vitewe and Puranic
legends, And [the common] women, children and the un-
cultured men (miirkba) ase always delighted with the Comic
situations and [remarkable] Costumes and Make-up'.

62. Thus the man who enters the stage {hc. here)'
by mitating the Psychological States of these, can be
considered aspectator possessing the [necessary] qualifications.

Assessors 1 a performance

63-64. These should be known as spectators in con-

nexion with a drama. “Bur if there be any controversy

= ——an

62 1°The passage is corrupt. Yasmun 1o the text may be amended into
a5,
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(samgbarga) [about the petformance of individual actors ] t ¢
following are the Assessors (prasntka)s) an expert 1n sacrifice,
an actor (nartaks), a prosodist, a grammanan, 3 king, an
archer (igvdsa), painter, a courtezan, a musician (gandbaroa)
and a king’s officer (rzja-sevaka).’ Listen abour them.

65-68. An expert in sacnifice will be an Assessor i the
[representation of], sacufice 2n  actor in general His-
trionic Representarion, a prosodisc mn complicaxed metres, 2
grammarsan in details of speech, a king in royal character and
in connexion with [personal] dignity, and other qualities
and in dealing with the harem, the archier (uisa)'
1 the Sansthava of the pose, and 2 pamter 1s a very
suitable Assessor of movements, and of Dresses and Make-up
which are at the raor of dramanic production; a courtezan
will be an Assessor in matters relating to the enjoyment of
love, and a musician in the application of notes (sears) and
in observance of Time (tals), and an officer of the Ling in [the
matter of| showing courtesies. These are the ten Assessors
of a dramaic performance.

69. When there is a controversy about the performance
among the pecsons ignorant of the [Natya]-$istra, they are to
point out justly che faults as well as the merits [of indivi-
dual actors].! Then they will be known as Asscssors of
whom 1 spoke to you.

70.  When there occurs any learned controversy about
the knowledge of the Sastra the decision should be made on
the testimony of the books (ﬁt. Sastra).

[ ——

63-64 3Thisisa very claborate armangement for judging in every detasd
the Success of 2 performance. -

69 *The significance of thix fule scems to be that v_vh:n in ;u[ gmlbld
drama the common peaple (i. €. who are not 2cquainted with the n;zcx 2 d
down in the Sistra) fail to decide, the specralist Assessors mentioned above 2t
0 be called in. . _—

70 * This rule seems to show that when the specialuts i

catrical practice
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Controversy about a performance

71.  Controversy arises when the actors (bbarata) have
the desite of mutual contest at® the instance of their masters
or for [winning] money and the Banner” [as rewards].

Procedure sn decrding controversies

72. In course of deciding a controversy one should
observe [the pesformance of the parties] without any parti-
ality. The decision 2bout [the award of] the Banner® should
be according to the supulation made (panam krtva) [belore-
hand].

Recording of Blemashes

73-  Blenushes affecting the Success should be recorded
with the help of reckoners (ganaks) by these persons (. ¢.
Assessors) who are scated at ease, have clean 1ntention, and
whose intelligence 15 [generally] relied on [by the public].

Ideal posstion of Assesaors in a performance

74 Assessors should neither be too near [the stage]
nor too far [from 1t]. Their seats should be at a distance of
twelve cubits (six yards) from e,

75 They are to notice the the points of the Success
menuoned before, as well as Blemishes which may occur
dunng the production of a drama.

Blemsshes to be rgnored
76. Blemishes which may be accidental (I caused by

diffcred, they were to refer to the $3stra or the tradsionally handed dawn rules
compiled in books

71 1 An example of this 15 the contest between the two nigyciryes in the
Milavi,

2 The Indran fiterary tradation records the fact of Bhisa’s winmng Bansers,
posubly on the occasion of dramanc contests. See Harsacarita, Inrroduction, 3.

72 This supulation may have the following forms: Success in producing
any particular play, or any new play, or a new play with a  partcular principal
Sentiment will entitle one group of actorsor its leader to the award of the
‘Bazoner,
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the gads), the portents or the enemy are not to be recorded
by the wise [observers]. But the Blemushss relating © the
play" as well as the Blemishes arising from [the actors] them-
elves® should be recorded.

77- After mentioning him to the king the Bannar
should be given to 2 person whose Blemishes, have been
reckoned as small in number but points of Success as many.

Procednre of awarding the Banner

78<79. If actors® are found to be expetts of equal merzt
m the production of 2 drama, the Bannar should be given
10 one whose Success” is greater, of in case of equal Success®
[of the two contestants] [the reward should be given] after
the king's decision. If the king has equal admuration for the
two rivals, then both of them should be given [a
Banner]. Those knowing the rules [of the Sistrs] should
see 10 this way that a correce decision is made.

80-81.  The spectarors svho ate capable of appreciating
merits should sit ar case with an uncuffled mind and are to
observe the [measure of] acluevement as well as the shghtest
of faults® which may relate to the theory of theatrical
production®, Co-ordination (sama), Charm of Limbs (angs-
madburys), Recitatives (péthya), roles, and the Sentiments.

81-82. Hence the Assessors should observe from the
beginning songs and instrumental music together with the
Costumes and Make-up.?

Co-ordsnation
82-83. Gestutes (arigs) which are made all around in 2
76 ' Sec 5ot7 abave, T Sec 18-44 above.

ts literary drawbacks, Itis Iihely

l_Blemishu relating to a play seems to bei e b ought e it on e

tin dramatic contests choice of defecuve p
contestants, ? Gee above 29-25. .

7879 3 Depending on the vocal applause as well as the silent approbation
of spectators,
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play 10 harmony with the different measures of Time in course
of dances, telated to the Dhruvd® songs, is called Co-ordnation
(sama).

83-84. When in course of the performance [of a play]
Gestures of different hmbs major and minor, are accompanted
with songs, proper Time and tempo and by the playng of

drums, 1t 1s called Co-ordination.

Charm of Limbs

84-85. The position in which the cliest 15 not bent’, the
two arms are Caturassa and spread out (sy424)” and the nechs
(dficsta,) goes mise to the Charm of Limbs (angamadburya).

85-86. And onc should also pay attention to subjects not
mentioned before which are ro be mastered (sadbya)” by the
actors {sadhaka) and to the nstrumental music, the roles (pra-
kris), and the songs,

86 87  The Suceess ansing due to joy from the Gestures
and the varous Sentiments, should be cxprcsscd by means of
all the signs (lie, the places) of the same.

Probable Time for dramatic performances

87 88. Producers [of plays] should hnow the time
for perfomances day and might' disungmish these.

83-89  The performance n the forencon, mid-day’ and
the afternoon belongs to the day.

89 go  The performance in the evening, the midaight’
and at dawn belongs to the night.

Time of performance according to
the subject and the Sentiment

9o-91. 1 shail now speal how these tumes are surted to

82-83 ! Sec XXXII
88-8y ! See the note on g7-98 below.
Bg-go ! See the note on 9758 below
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[diffecent] Sentiments  afrer mentioning the time to which
2 performance should belong,

g1-92. [The performance] which is pleasant to the ear
ind is based on a tale of virtue {dbarma), whether it is pure
ot mixed, should be held in the forenoon,

g92.93. Tha which 15 rich in instrumental musie, -
cludes a stary  of strength and cnergy, and carries [a chapce
of] abundant Success should be performed 1n the afternoon.

93-94- That which relates to the Graceful Style, the
Erotic Septiment and is Full of vocal and instrumental music®
should be performed in the evening,

g4-95. The drama which relates to the magnanimiry
[of the Hero], and contains mostly the Pathetc Sentiment,
should be performed in the morning, and it will scare away
steep.

95-96. The drama should not be petformed mn the mid-
mght or 2t noon or ar the time of the Sandhya prayer or of
taking meals.

96-97.  Thus after looking into the time, place and the
basis (plot} of a play ane should bring about its production
secording to the Psychological States and the Sentiments 1t
contains,

Emergency peformances are independent of regular time'

97-98. But when the patron (ht. master) orders, the time
and place are not to be taken into consideration, and the per-
formance should be held without any hesitation.?

98-99. Proper Combination (lt. combened production),
Brdliance [of Pageant] (samyddbs), and actors capableof [good]
Wree [points of] mene [in a performance]
87.3?97?:;; In view of this, md-day and midemight bave been sncluded an

&
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Qualities of an actor
gg-1o1. Inrelligence, stength, physical beauty’, hnow-
ledge of Time and tempo, appreciation of the Psychological
State and the Sentiments, [proper] age, curiosity, acquisition
[of hnowledge and ares], [their] retention, vocal music promp-
ted by dance, suppression of stagc—fr'lght, and enthustasm,
will be the requisite qualities of an acror (pitra)
An adeal performance
101-102. That which includes good mstrumentsl music,
good songs, good recutatives as will as Co-ordination of all acts
ptescabed by the $astra, 15 called an [1deal] production
Brillsance of Pageant
102-103. Useof proper ornaments, good garlands, clothes
and proper painung or the Make-up [for the characters] gives
nise to Brilliance of Pageant (samrddbs).
Tbe best performance
Z03. According to the producers of plays, the best (k.
the ornament) [of the performance] occurs when all these
factors combine,
104. Thus [ have spoken to you properly of the charac.
tenistics of Success.  Now I shall speak to jou zbour the
different branches of music (7todys, lir. instrumental music)'.

Here ends Chapter XXVII or Bharata's Natyafastra,
which trears of Success in Dramatic Production.

104 ! For the manshation of the remiiping pertion of the N§_ (XXVIII-
XXXVI) see the Vol 11 of this work published by the Asiafic Sodery,
Calcurta, 1951,
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Note: Forty $lokas which follow the Chapter V11 1 b manus-
Cripts are spurions, according to M. Ramaknishna ka 1 He thinks
that these describe the P@rvaranga of the school of KohYala or of Nandin
This 1s not unlikely. Heace we give bellow a free translation of the
same. For the oniginal see the end of the Chapter V of the text

1. Besides, I am speaking how the five kinds of Dhruvi song are
to be sung 1o the Prelimimnaries of the pure, variegated and mied classes,

2. The Utthipap: Dhruvd should be sumg first, and then the
Parivartanl Dhravd  Next are to follow the Apakrgtd and the Addita
Dhruvas  The Viksipta Dhruva comes as the fifth,

3. These are the five Dhruvds with their Upohana  They are to be
supg carefully 1o the Prelimipartes.

4-6 Now I shall speak about the practice regarding the rules of the
Upohanz, The Tidla 1o the Utthipni Dhruva will consist of eight Kalas,
m the Panivartanl six Kalas, m the Apakrsid five Kalas, in the Addua
four Kalas, and 1o the Vikgipta three Kalds. This is the extent of the
Upohanas of different Dhruvas.

7. The Upohany in the Preliminaries of all kinds should always
bkave 1ts timing regulated with long and short [aksaras], and it should
follow the Citra Marga,

8, Kalias in the vanegated Preliminaries should follow the Citea
Mairga, in the mixed Preliminaries the Vartika Mirga, and 1 the puore
Preliminaries the Dakgma Mirga,

9, [Io this connexion] there should be suog four kinds of Gitr:
Magadbi, Ardhamagadhi, Prthuli and Sambhavud

10. 1o the vanegated Preliminanes should be used the Magadhi and
tbe Ardhamigadhi Gitis, and the first should be sung 1n the Citra Marga.

11. In the mixed Prelimipanies ope shonld sing the Sambbavita Gt
in the Virtixa Marga

12. In the pure Preliminanes oce should sing the Prthula Gitimn
the Dakgina Marga. I shall now speak of the uses of the long and short
[akgaras] as these should occur 1 the Upohana.

13-14. In the Upohana one should apply according to the require-
ments, the Sughdhsares like digle digle always ending 1o phanty, and
there should always be sixteen short syllables between these two sets of
loog ones. After per{orming the Upobana one should sing a song with
meaning.
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15, The singing of the Utthd3pani Dhruvd should always hase
regulated time 1n thewr Kalds, zod these should include regulated long
and short syllables o their {proper) Kalas As these have been mention-
ed before, we do not repeat them here,

Example:

devam vibhum tribhuvanidhi-patim
kailasa-parvata-puhdbhiratamf
gailendra-r3ja-tanayi-dayitam
murdhn2 nato’smi tnipuraota-baramf

Trans 1 bow with my head to the Supreme Berng who 1s the lord of
the three worlds, likes to reside in the caves Kaitlasa mountarn, 1s the
beloved one of the daughter of the king of mountamn, and 1s the killer of
Trpura.

17-18. Producers should sinp 1n this manner the Utthapini Dhrovd
1 the Prelimganes. The charactenstics of the Parvartapi Dbriva
which are diflerent have also been prescrabed.

18-19. Its Upohana should consist of erght Kalas, and 1t should
begin with digle (thnice) and end always o phapfu, and there should be
twelve short syllables between them. I shall speak of the order of long
2nd short syllables of the sopg to be sung here.

20-22 Ip all ats feet 1t should have long syllables in the first, second,
fourth, eszhth, tenth, fourteenth and fifteenth places.

The Parvartan Dhrovd should follow three Layas {(tempo) and three
Yatts  And 1t should also bave four walking-rourds (parivarta) The
Walling rourd 1o the Preliminaries should consist of four Sanmipdtas
made up of thirty-two Kalds

2223, Example:

capdrirdha-bhisana-jatam varam vrgabhz.hetum
Laildsa-parvata-nivdsinam sure-vanstham/

Sailendra-raja-tapaya-priyam pramatha-natham
mirdhpi pato’smi tripuréctakam parama-yomm|f f

Trans. 1bow with my head to the Supreme Lord who has the bull
as hus banoner, has the crescent as the ornament of his matted baws, who
Ines in the Kaildsa mountain and 15 the greatest of gods, the beloved
one of the daughter of the ling of mountains, the master of the ghosts,
tbe Liller of the demon Tripura and is the only source of all

24. Now listen aboot the Apalrsta Dbrund which } am goimng to
speal of. 1ts Upcharpa should comsist of five Kalas,
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25. Again one should sing digle digle and j/w 1 urlt
syllables coming between them should be esght 1n numt ¢
26. [In all the feet of the song] 1t should have lon o the

thurd, sixth, nanth, eleventh, fourteenth and sixteenth lu.,

27. In the Apakrsta Dhruva there shonld be fect vuth siuty eight
ganas, and 1t will be sung with four Sannipatas and with three Panis

28, Example:

varadam saganam tripurdntakaram vrsabha-ketum
gaja-carma patam visameksanam inbhuvapa-patham/

bhujangabharanam jzgatim mahitam bhuvana yomm
pragato’smt bhavantam umadizpatim asnta-kantham//

Trans, 1 bow with my kead to you who 1s the giver of boons,
accompaned with the hosts of spints, 1s the ksller of Tripura, has the
bull as hus baoner, hide of the elephant as his cloth, has three eyes, 15
the lord of the three worlds, has serpents as his ornaments 1s adored
by the worlds, 1s tbe onigin of the vmverse, 1s the husband of Uma and
has the blue throat,

29.31 The Addua Dhruvd should consist of four ganas, and its
Upohana should consist of four Kalds and 1oclude digle digle ending 1n
thantu, and the short syllables in the middle should be four 1o number.

32 Example:
gravaram varadam pramatha-gana patim
ga)a-carma-patam muni-jana-mahitamf
umaya sahitam bhujaga-valayitam
pranato’smi sivam tribhuvana mahitam/ /

Trans. 1bow to Siva who s the greatest giver of boons, lord of the
ghosts, has 2 hide of the elephant as his cloth, 1s adored by the sages,
alang with Uma3, has serpents as his bapgles and js worshipped by the
three worlds

33, Inthis way one sbould sing the Addua Dhruva o the Prehimi
pavies I shall speak hereafter about the marks of the Vikgipta Dhruvi

34 When 1n ats feet there will be long syllables in the third, sixth,
nnth and tenth places, it 1s called the Vikgipta Dhrusa.

35, Its Pitakald will consist of three-fold digle, aud sts Upohapa
15 1o have three Kalis in ats Tala.
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36, This Upochana is to be made up of digle digle ending in phanfu
and there should be no short syllables.

37. Example:
tnipurantakaram bahu-lilam
umayi sahitam bahu-ripam/
bhujagibhiaranam tnpurantam
pranamami sadi param 1§am/ |

Trans 1 always bow to the Great Lord together with Uma, the
killer of Tripura, who has many explonts and varnious forms, has the
serpents as his ornaments and who destroyed the three cittes

38 All the Dhruvdas made up of Gitihds should be sumg 1n the
Preliminanes with Caturasra and Tryasra Talas according to the direc-
tion of the masters

39. I bave fimshed speaking 10 due manner to you about the Lind of
the Preliminanes, What else do you desire me to speak to you ?

[Here ends the Appendix to the Chapter V of the Natya-$astra,
which treats of the Preliminaries according to the school of Kohala or
of Nandin ]
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4 I . w  pangrbya.

1 at » 2 , SFor.
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12 ” " " .» RKraufica,
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4 " » " ,  ndtyamatrkis.
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with this and some following chapters, an interesting
paper named *Psycho-analysis of Dancing based upon
Bharata’s Natyasastza® by Dr. D, C. Das Gupta,
M.A. (Californsa), Ed, D (Cclifornis), published 1n
the Journal of the University of Gaubat, 1957-1959.
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17 .- . 61, s39.
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Asdrita, two dancers the second one, three dancers
the third one and four dancers the fourth one’.
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10-1L ,, ” Cancel 15 praised by them (i.e,
gods) and’.
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Read GESTURES OF HANDS 41
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41 w42
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from the bottom
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1
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*small and” after ‘represented’.
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and read ‘breviey and  short’
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»
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166 167
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Cancel from <This" to *hands).,

Read after 190 *The same (Pzksa-
pradyotaha) pomting downwards when suddenly
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Read after then’ *arms’ and cancel

*like a staff”
‘Apacta (drawn anay)’.
texhalation” for <mhalation’
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» * "
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"

"
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17 for 16
14 . 13.
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‘thinkmg’, after cruelty’
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61-63 ,, 636,

6365 , 6566

‘nding’ for ‘drving |
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‘and’ after bow’, and cancel
‘and the sword”

*than’ for "1t’,

8g for 87.

‘the feet not moving” 1 place
of *not much bent’ after and’,
97-180 for 97-99-
‘covered’,

tor for 100
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3Maha vaigna®.

Usage.’¢

201 der”,

3Mahdvennd’,
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(dhiirya) varjuam,
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Kraunca-.
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{tne
6 . . 1 Cancel the brackets,
S o Add The meaning of this rule

seems to be that all these sounds disappear tn Phe. leaving the
ndurtea sowels.  This, agamn, shows the spurions character ¢f
the passage,

6  from the bottam ,, for *no’ for *of the’.

12 e aee aee v ba for dbs
L5 S w  *some” for ‘many’.
2w e w ‘errand-boys’ afeer ‘naming’.
3 - . w  ‘errand-boys’, after *play’
11 from the bottom ., *The show]'.
12 oo e v ‘Pameky  Commotion®  for
«Consternation.”
6 . . w kapardiraya for abbiitabsrana
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Pacification” after (pragamanas).
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after the last parageaph Read as follows:

The Sarasvati-brdaydlamkira of Ninyadeva (1097-
1133). This 1s an original work on music though 1t
claims to be a Blidsya or Varaha of the NS. (XXVIII
XXXVI). Ies clief ment lies 1n the ceatment of
music as discussed i this ancient worg.  See Andhra
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Catalogue of the Bhandarkar Institute, Vol XXIL | owe
this information to Srt C P, Desai of Khaira-garh (M.P.}.
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Iine
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4 wowooow , T , wad
9 . e . F=E L. A
6 .o w4t before ‘scems’.
15017 . . fAwnddha’,
7 from the bottom N
1r e .. o taaddha’.
2 . . ‘when gfter ‘And’
7 , 356 fors
17 . . ‘and the Praban’ after <The

Aparantaka’.
6 from the bottom Resd Pratyupohana’.
. after See XXX1 5, 357-
538 and”.

11 ,, Brahma,

P B

Read this foot-note at the end of 1he page.

(395-396) Acrually eighteen only have been named. Scc
below 398-40z2, and another has been defined 1n 421, and
Prthul3 defined 1n 403 404 may be diffcrent from Vipula,
the definieron of which 1s lost,

8 Read ‘Sanmipitipaharama’ after ‘Abhyantaripaharama’
1o, Pravreea before and'.
Add this foot-note: to (398-402) The Bhinma named
Padma-pribbrtaka (in Caturbhani) mentions one Catuspads
named Vallabha which does not occur here.
last Read *Sima chant’ and XXXIL 220f.

6  from the bottom w (Upapitat) after Upaghata
46 . o Madhokarasadrii  for M-
dhularg,

3 [Irom the boteom Cancel 1he first sentence and read Sce
XXXIL 345-346",

2 from the bottom Read 178 for 187.

3 Read 4" for “of” and cancel $Grama'.
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line
6 Resd *Scgments” for ‘Junctures’
8 . (Samycga) after Yogas.
Correct the serral numbers of the foot notes inder 10
read 42 for 83.
6 Read ‘Paryast, Samrambha’ sffer Vishambha.
3 ,, squeezing for ‘grving’,
7 from the bottom Cancel “should be the playing of
drum” and read “to the thud’,
2z Read “song’ for ‘metre’,
16 ‘Samullebha’ for +Samalekha’
19 ,, Kifcukiyas
10,1z ,, Anubaddha.
3 ,, DBrahma,
4 ,, Rodra(Swa).
11, 12 ,, Locid for Locibi.
16 “red colour’ for *bleod’.
17, cloth
5 from the bottom Read traya after pani and add sfter
Dandahasta, ‘and these help one in learning to play the
drums’.
18 Read *Sattva’ for Temperament (sattva).
15 ,, Ayuhd’, for Ayubnkas
zr ,, ‘AyuhEs’, "
17 [rom the bottom Read after “differemtly’ ‘in XXXV,
to1.
12, 14 Resd  Kabeulis,
3 from the bottom Reed Th. for The' belore
Komisatjevshy.
19 Cancel *Temperament.’
20 Read Satta for (sstt.a).
2 Cancel Temperament and read whe Sattva s sts place.
16 " » e
Jast  Add See XXXIV. 78 9. )
3 [rom the bottom Read <Samhnds’,
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N B. Numerals wituin brackels relate to the pumber of sylizblesoftte
metre named

Abbrevialions: a=Apgahira, ¢-Cin,

K.=Karana.

Drr.=Dhbruva, asd

211, Kydata, 213, Lalta, 2125
Lahtasaficara, 211; Stcivddhka,
211, Vimawviddha, 212; Vicitra,

Abhuyyt, 42
Abhinaya, 150ff , four hinds of 151
Abbmavagupta, 105, 297, passim

Abhinayadarpana, 7.

Abhbira (a wibz), 329, 331

Abudha, 6

Abu, mount 247.

Acamana, 35, 86, 238

Accents, (four), uses of, 345

Accessortes 1n Make-up, 4350

Acchunta a., 47, 65.

Act (anka), 3548

Action, five stages of 2790.; Attamn-
ment of object, 380 . Begmning,
379; Certanty of attanment,
379, Effort, 379, Posaibility of
attainment, 37%

Actor (nrartaha), 17

Acts prolubited on the stage, 475,
476, 481, winning womens heart,
492,

Accusation of Virtues (grndnpata),
297, 303.

Addita Dhr, 5314,

Adlanma, 219, 512.

Adityas, 12.

Addressing, modes of, 333ff.; fema-
les, 330-342; males, 333-340

Aeral Cards, 201 ; Akgipta, 203;
Alata, 203; Apakrinta, 202: At-
Lefintd, 7025 Aviddhi, 203 ¢ Bhra-
mard, 204; Bhujangatrasita, 203;
Dandapada, 204 ; Dolapada, 203;
Harinaplut3, 204 ; Nopurapadila,
203; Parsvakrinti, 203; Sid,
203; Udvrtta, 203; Urdhvajanu,
203; Vidyudbhrants, 203;

Aerial Mandalas, 2108 : Alita,
212; Aulrinta, 210; Dandapida,

211; Vihrta, 212,

Affected Indifference (bibboka), 153

Agitation (ndyega), 135.

Agmi (firc-god), 12, 33, 37, 38.

Agnikunda, 6.

Agmisikha, S,

Agreeable scunds in a play, 320

Agreeablzness (smhumanya), 315,

Amdra schos] of grammar, 258.

Amavata, 67

Apakunda, 6

Aksiptika a. 47, 61

Alsipta ko 47, 6L

Alé§iptarecatia a, 48, 51,

Abkgiptarecita k48, 51

Alzmbiras of imtonation, (haku),
316

Alitzka k. 47, 64

Alatz a. 48, 51

Amarzkofa, 27

Ambogthaka, 5.

Amorousness (3ilasa), 153

Amcrous Union, men’s
women's, 475

Amrtamanthana (a2 mythical play),
43, 47.

Amfumal, 6

Ananta, 12

Ararchargghava, 6.

Anartz, 247.

Aficita k4%, 52,

Andhakp, 67.

Andhra, 247, 327, 426,

Anga, 248

Angabhinaya, 151.152

Angada (arm-band), 412, 414, 417.
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Angaharas, 7, 46, 47,
234.

Aiigiraka (Mars), 425,

Anger (keedha), 124,

Angiras, 1.

Angry terms of address (women's),
482-483: cruel (mgthura), decert-
ful (irtha), 483 ; hostile (ama),
483; l-natured (duhiila), 485;
indifferent (viriipa), 483; shame-
less (mirlujja), 484 tymanmt (duri-
cira), 4%3.

Ainka (Utsrstikanka),
368, 385

Ankura, 449.

Animal language, (yonjamtari bha-
<), 325.

Antaramirga, 75

Anticipatery  Seene (aalamuelha),
398.

Anxicty (cinra), 131,

Anugata (m mwsic), 73.

Apakeinta k. 48, 57.

Apakrsta Dhr. 83, 531

Apardjita 47, 61,

Aparavaktra, 291.

Apasarpita a. 47, 65.

Apaviddha a. 47, 65.

Apaviddha L. 47, 65.

Application of songs, 79.

Apprebznsion ($anka), 129.

Apramai3 (12), 275

Apsarasas, 12, 33, B2.

Apt Description (dista), 298, 3G2.

Arbhata, 7

Arbhatd, 7.

Ammth2, 77. 82

Ardhamigadhi Giti, 531.

Ardhamieadhi Pht 329, 333

Ardhanikuttaka a. 47, 65

Ardhanikuttaka k. 48, 60

Ardhamattalti k. 48, 52.

Ardharecita k. 48, 51,

Ardhastiel k. 58, 57.

60, 65, €9,

250, 353,

i
=
~3

Ardbasvastika k.
Argala k. 48, 53
Argumentatien (4p "

Arjunt, §

Arka (Stryn), 424

Ardr3, 35,

Arms, movement~, ci [93. Adho-
mukha, Adata, Apaviddha, Avi-
ddha, Kuficita, Prythaga, Manda-
la, Svastika, Trryak, Urdhvagata

Army on the stage, 359

Arrangemant of drums, 242

Arrogance (gomia), 136.

Arthapatt (patron), 17.

43, =

Arvuda, 247

Arvudsya, 247

Aryadeva, 327,

Aryd metres, 293-294; Capal3,
294;  Jaghamawcapali, 295;

Mukha-capali, 295, Pathya, 294 ;
Sarvataé-capall, 294 ; Vipuli, 294

Asambadhi (14), 278

Asinta, 46, 69-72, 79,

Asceties, 430

Asia, 426,

Astapithya, 375.

Asita, 6.

Aglagy, 35,

Admakutia, 6

Assessors of a performance, 524-526.

Assistants (p@ripdrfiika) of the Di-
rector (samredhard), 80, 84, 85

Adrivani, 77, 78, 82

Assurance (mat), 141

Asterisms, 35.

Astomshment (vorina), 126

Advaghesa, 9, 327

Agvalalita(23), 285,

Adwns, 9, 10, 353:

Asuras, 9, 10, 419, 456, 457.

Aukrintz ¢, 88

Atikranta k. 48, 56

Atharvavada, 4

Atreya, T
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Auditorivm (r2figamandaldy, 27.
Avahitthaka k. 48, 59.

Askhittha sthinz, 234

Avant, 247, 329, 330, 332,
Avantl Local Usage, 104, 247, 248.
Avarta (Avrita), L 48, 55.
Avatarana, k. 48, 55, 77
Awsakening (vibodha), 139
Awarding banners to actors, 527
Ayata sthina, 233

Ayurveda, 4

Bidargyana. 6

Bidan, 6

Bageh, P C. 7

Bahirmn, 248

Bahirgita, 80

Bahlika(Vahlika), 329, 330, 427

Bahula, 6,

Bala, 10.

Bala{erama), 67

Bandhula, 6

Banner-festival of Indra, 8, 9.

Barbaras, 427

Baudbiyana Kawn, 369

Beard, rules of 428

Belly, movements of 195, Lhalva,
ksima, pErma

Benediction (nindi), 77, 79, 83, 90

Bhadramukha, 67,

Bradrdsana, 71.

Bhadriva, 426

Bhigavata Purana, 8, 66

Bhakga, 16, 38,

Bhamaha, 309, 313 f

Bhana, 353, 370-371.

Bharata, 1, 5, 7, 8, 8, 9.

Bharatavarsa, 368, 369, 426

Bhdrgava, 6, 426

Bhartrhari, 253.

Bhisa, 97, 228, 320, 333ff, 3587,
3670

Bhaskaricirya, 261

Bhafta-niyaka, 105

THE NATYASASIRA

Bhaitikivya, 114,

Bhavita, 376.

Bhayinaka, &

Bhedyaka, 71.

Bheri (a hard of drum), 66

Blund: (a v eapon), 434,

Biuksu, 327.

Bhogn (serpent), 67.

Bhoja, 167, 305, 325, 353.

Bhopa, 16, 338

Bhramara, &

Bbramara a 47, 62.

Bhramearaka, k. 48, 53

Bhramaraniliki (7), 266-267.

Bhrgu, 1

Bhuagafisubhria, (same as Madbu-
kari), 268

Bhujangifaa b 48. 54

Bhujngaprayta, (same ar Aprame-
¥d)

Bhujangatrasita k 48, 52,

Bhujangatrastarecita L. 48, 53

Bhuojangavirmbhita, 275

Bhiitabhdrana (Vignu), 401,

Bhiltas, 34, 37, 39

Bibhatsa, 6.
Blemushes of a performance, 517-
519, 521, to be igomored, 526,
Bow, handiing of 203; tahing am,
208, talung an arrow, 208, prepar-
g, 203 sheoting, 208.

Brhaspati, 428

Brhatkatha, 354

Brahmd, 1.5, 11-14, 40, 38, 41, 67.
85, 88

Brahmarsi, 37.

Brahmi's Circle (brithmo-maondala),
85, 86

Brahmasipa, 351

Brahmavzivarta Porana, 34

DBrihmi, 40

Brohmotiara, 2938

Brihmana’s colour, 427,

Breast, movements of, 194,
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Brilliance of Pagsant, 536.

Brillance (s0bha), 296, 297.

Buddha, 425.

Buddhacarirs, 425

Buoddha images, 282

Buddhists, 326, 327, 338, 430, 432-
433, 457

Cakramardala k. 48, 55.
Cakravala-yamaka, 310.
Camasa (2 spoon), 286.
Cinakys, 334
Candala, 320-330.
Candm(moon-ged), 12, 33, 36, 37,
39, 83
Candragupta, 334
Candmal=Ah3{12), 273
Capal3, 289,
Caraka-saimana, 456
Ciranas, 432
Carl, 49, 69, 80, 83, 92, 1996 ; see
Acrial and Earthly Caris
Carmanvaty, 332,
Caru, 286
Cas3la, 286
Casasvar2. 6
Caturasra positien, 208.
" Prelimmanes, 84
Catarthini, 370.
Carurthakdra, 89
eauras{coray), 30
Celebrity (prasiddki), 293 304,
Causatfon (beli), 297, 299
Censure (garhang), 798, 304,
Central Asfa, 425.
Chandaka songs. 71, 72.
Chindo~ya Upanisad, 3
Chanee of coloer(ianarnya), 146
" " voke(narasdda), 146
Characteristics of a drama,
148.
Charfot, on the stages, 359.
Chatterjs, S. K., 329

-1

Charm of hmbs, 523

Cheek, movemeats of | Boarroua,
Kszma, Kuficita, Pir..  Phulla,
Sama.

Chin, movements of [+~ Chinna,
Coksita, Dagta, Ku rana  Khan-
dana, Eehita, Sama

Chinzse theatre, 28

Chmnza k. 48, 54

Churmmg of the Ocean (mythical
play). 43,

Citraka, 6.

Cutralekhi(19), 282

Citralekhd (2 nymph), 283

Citra Marga, 81, 531

Crrgbhidhan:, 487

Citraying, 82.

Cittavilasita(8), 268.

Cuttavrttiniradha(==)6ga), 3

Class dance (f3ndma), 458 63, 75,
7.

Claer Manners (dakginya), 298,
300-304

Clever Request(3dcid), 304

Cclours, four origmal ones 422; da-
rivatives, 423 ; minor onss, 423

Colour-gro.ps, (varna), 3

Colours of the face, 169: bricht,
dark, nawml, rad

Combination(yuksi), 300

Combined hands, 173, 1850 ; Af-
jab, 185; Avshittha, 187: Defa,
186; Gajadanta, 187: Kapota,
185; Karkaga, 185; Kafakdvar-
dhamizaka, 1865 Makara, 187;
Nisadha, 186: Pu-paputa, 187,
Svastika, 185; Utsadga, 186:
Vardhuninakz, 185.

Comic Sentrment, 110-112,

Common Languagelydiibhdid), 325

Compact{siista), 314

Compactress (aksarasamaFara),
297, 298

Compliment (privokth), 298, 306
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Complementary Psychological
States, 1261

Concealed Speaking (epahardaka),
507, 509

Concealmant (samhsobha), 298, 305

Concantraton (samadhi), 316

Conclusion {2 segment), Limbs of
388, Ascertainment, 395, As-
sembling, 395, Awakenming, 395,
Benedieion, 396, Clever Speech,
396, Confcrmation, 395; Con-
versatcn, 395, Delnerence, 396,
Graufication, 395, Joy, 395
Retrospect, 395, Surpnse, 396,
Termination, 396

Conjugal  Umon (vdsaha),
for, 471

Consecration of the stage, 43, 44,
of the thestre, 33

Consequents, representation of, 502

Contentrrent (dhrti), 133

Controversy over the performance
536

Comentional objects on the stage,
439,

Conventienal Practics, 250-252

Convineing Explanation (ntrukfa),
207, 300

Coomaraswamy, A K. 28, 31, 50
63, 152, 164, 173

Costumas and Make-up, 411, of
different groups, 4190 of Vidyi-
dharas, 419, of Yaksas, 419; of
Nagas, 419 ; of Siddhas, 415420 ¢
of Riksasas, 419-820, of godly
monkeys, 419-420, of goddesses,
420

Costomes, general rules of, 429

Costumes of females, according to
countrees, 421, of Abhira women,
421; of women of the North-
East, 421 ;

Courtezans, 473-474; their merci-
nary treatment of men, 496

reasons

THE NATYASASTRA

Crowns, three Linds of 431

Cruelty (vgrard), 140.

Ciilka (an orpament of the wast),
414

Cuttng of hair, 432

Daityas, 9, 10, 12, 81, 83, 242

Daksa, 1, 37, 66, 287.

Dakgina Mirga, 81, 84, 531,

Dalsmdpatha, 347

Dikginitya, 329, 330

Dikanatyd Lecal Usage, 247, 249

Dakgnyapia-vimardini, 67,

Damedaragupta, §

Dinavas, 3, 9, 10, 38, 81, 8&5.

Dance-hands, 173, 192, haranas of
192-193

Darda (2 unir of length), 19

Dandakistha (the Jester's staff), 10,
435, 436

Dandapada 3 48, 57

Dandaka recita L. 48, 54

Dandn, 310, 311, 315, 318

Dardura (Dardara), 66

Dadirna, 247

Patula, 57.

Decoration of the bedy, 412

Defining metres with garas, 262

Delhberation (vicara), 258, 300.

Delicate type of play, 250

Departure for a distant place on
the stage, 244

Depression (dorma), 130

Dz, § K, 5, 100, 102, 297, 313,
315, 370.

Despair (vigada), 137,

Determinants, representation of, 502

Death (marana), 143;  represesta-
tion of, 510

Death from disease, represzntation
of, 510

Death from poison, eight stages of,
S11f

Deceit (Lapara), 304,
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Dxeterminants, 119 120.

Development (a segment), Irmbs of
387; Dejectiom, 392 Dismay,
393, Exaggeraton, 392; Indica
tion, 391; DMisstatement, 391,
Outwitung, 392, Pamcky Com-
motion, 393, Progress, 392, Pro-
piation, 3923  Quarrel, 392,
Revelation, 392,  Supplication,
392; Sapposion, 392

D.vadatta, 8.

Devasen, 8

Dhalkky, 329

Dhanada (Kuvera), 38, 67, 88

Dhanapila, 257

Dhanurveds, 4

Dhiimriyana 6

Dhard (stream), 67,

Dhitopatha, 257

Dhjtus, 82.

Dhrty, 8.

Dhruva, 75, 83, 104, 528

Dhurtas (creoks), 433

Dralects (majer ones), 329

Diction of 2 play, 297F

Dilsvastika k. 262

Digest (samgraha), 100

Dim: (a kund play), 46, 250, 353,
366, 367

Dindima (2 kund of drum), 66

Drector of a theatre (sarradhira),
10, 84 86, 404400

Durectoess of Expression (erthaya-
k), 316.

Durghagitra, 6

Disease (npadhi} 141

Discovery (prapti), 297, 300

Disgust (pegupsd), 126

Dissimulation (avahuttha) 140

D stance ndicated by walk, 244

Distmetpess (vesegana), 297, 301

Distrzcuon (moha), 132,

Duvine Success, 517

Dodhaka (11), 269.

F>

Dolapads & 48, 55

Drama, T, porm of ~lo U e ba
si5s of, 512

Dramatic spectzcles, 1o Siles of,

7

Dramida (Dravida) 247 329, 331,
426

Dravidy, 351

Dravidians, 426

Dreamung (supti), 193, representa
tion of, 509

Dresses to st condrtions of fema-
les, 422

Prultna (Brabhma), 401, 403, 404,
424

Drums, uses of, 14

Drutavilambita (some as  Hanna-
pluta)

Dundubhi (3 kind of drum), 23

Durable Psychological States, 102,
121, 122

Durgasimha, 258

Duhsaha, 6

Dvimudhaka {2 kwd of play), 376

Earthly Canms. 201, Addita, 202
Adhyardhihz, 202, Apasvandud,
202, Baddha, 202, Ca~agatt, 201;
Eddslakndita 202; Janui, 202,
Mattall 202  sakat@sya 201.
Samapada 01 Samots3ritamatta-
Ir, 202; Sthitavartd, 201; Syan
dita, 202, Orddvria, 202, Uts-
yandita, 2025 Vieyad, 202

Earthly Mandalas, 210; Addita,
214, Adhyardhika 214, Askau-
dita, 215; Asarta, 213; Bhra-
mara, 214: Cd<agata, 215; Eda
kakndita, 214 ; Pigtakutia, 215,
Saknfisya, 215; Samotsinta, 214

East ou the swge, 243

Embelltshment (Rarva), 30¥

Em-=rgency performance, 529

Epersetic Style, 409-410
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Energetic type of play, 249.

Eremies disturbing a performance,
5i8.

Energy (uicah), 124,

Entrancs of dran afic personac, 216

Enumeration of ments (gundhufir-
lana, 297, 306

Frunciatton, and drawn-out sylla-
bl.s, 351, six hmbs of, 349

Envy (asipa), 129

Epmlcpsy (apasmara), 138

Erotic Seatunent, 108-111;
nds of, 117

Erotic Scntument, gentle dance im,
462-463

Etiquette towards women, 462-163

Etymology (frrukta), 100,

Eulogy (geeamnada), 301

Even metres, 288

Exaltauon (udartay, 317

Excellent points of a drama, 297f.

Excellence (ansaya), 297, 301.

Exertise (0o a), methods of, 209

Ext, rules of, 243.

Expert Gallant (Vna), 486

Explanation (mrukia), 300

Explanatory Devices, 347fl.; Ant:-
cpatory, scene, J98; Inumating
Speech (ciiliha), 397; Introduc-
tory Scene (prmefakd), 397,
Supporting Scene (1 ishambhaka),
397; Transibonal Scene (ankava-
fara), 393

Eje balls, movements of 161-162:
Bhramana, 162; Calana, 161,
Nickramana, 163; Patana, 162:
Prakrta, 162; Valana, 162, Vi-
vartana, 162; Sampravesa, 162;
Samudvrita, 162,

Eye-brows, movements of, 164:
Bhrokui, 164: Catura, 164:
Kuiicita, 165 Patama, 164: Re-
cuta, 165; Saheja, 165; Uthgipta,
165.

Eyehds, movements of 163-164,

three
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Face, colours of 169; bright (pra-
sannn), 169 dark (Syama) 169
natural (ss@bhivika), 169: red-
dened (rakta), 169.

Famntmng (pralma), 146.

Faults of diction, 313f. circumlocu-
uon, 313; defectne sigmficance,
314, 314; hiatus, 315; logwal
defect, 315; metrical defect, 315
superfiuous  expression, 314,
sling, 415, tautolopy, 314,
wapt of sigmficance, 314; want
of synthesis, 314

Fancy (ebliprana), 297, 300.

Favourable Precedent  (drgjanta),
297, 299

Fear (bhma), 124

Feet and their uses, 196199 Ag-
ratalasaficara, 196: 230, Aficita,
199; 230: Kufcrta, 199 Sama,
196, Udghattita,

Female Messenger (dianm), 469-470,
487488

Figures of speech (alamkara), 306
Sumule, 307-30S, Metaphor, 308,
Copdensed  Expression, 308;
Yamaka, 309-310.

Folk-dance, 65

Folk-etymolosy, 355, 402

Forgiveness (Lyamd), 301,

Fourth man (caturthaiara), §9

Freud, S 456

Frisht (rrsq), 144

Furiops Sentiment, 113-114.

Gabhast, 6.

Gait in ascending high places, 226 :
in Commec Sentiment, 222; in
darkuess, 225; in FErotic Sent-
mept, 220, in getung down to a
low place, 226; m Heroic Senti-
ment, 222 ; in Manellows Senu-
mept, 2223 in moving 1n the sky.
225: in Odious Septiment, 222
in Pathetic Sentiment, 222; in
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ridmg chariots, 225; in riding 2
horse; 227; in Temble Sent-
went, 221 223; 1o travelling by
boat, 227, natural, 217.

Gait of aged women, 235 ; of birds,
232; of bears, 232; of 2 blind
mar, 225; of children, 235; of
corpulent persons 229 ; of dwarfs,
230; of 2n emaciated person,
228: of a fatiguzd person, 228:
of a half-woman, 235:; of
handmards, 235; of a hermaphro-
dite, 236; of intoxicated persons,
239; of & fester, 231, of a Kid-
cukiya, 228; of hings, 219, of
Iame men, 230; of Hons, 232,
of lowly persons, 232; of a lo-
matie, 229; of menials, 231, of
merchants, 224; of ministers,
224; of Mieccha tribes, 252:
of monkeys, 232 ; of a passionate
woman, 234 : of 2 penon in dis-
guiss, 236; of a person walking
a Jong distance, 229 ; of rebigious
sects, 224; of a Sakdra, 232; of
2 serpent, 227; of a sick man,
228; of a woman ascetic, 236,
of a young woman, 234.

Gaakridita, k 48, 56.

Gojavilasita (16), 279.

Ganakadi (musical plays), 249.

Ganapati, 34

Gindharvaveds, 4.

Gandharvas, 3. 10, 33, 36, 40. 41,
82, 419, 420, 425, 429, 456, 457

Ganda, 42.

Gandasuet, k. 48, 56

Gaonas, 8, 30, 46, 39

Ganega, 34

Ganedvara, 34, 67.

Ginedvari, 67.

Gangd, 331, 425.

Gatigadisa, 270

Gaugavatarana, 49.

70

Garlands, 412

Garuda, 33, 36

Garuda Puripa, 34, 40

Garudapaksa see Cotrecuuny and
Addwons 1n page 191

Gatimandala a. 47

Gauntama, 6,

General rales of mewes, 263

Gentle dance with songs, 484

Gestures and colours of the face,
169-170.

Gestures and enuncration, 380

Gestares and Pause, 350

Gestures of Head, 152 , Adho-
gata, Aficita, Avadhmta, Dhota,

Kampita, Pardohtz, Nihaficia,
Pagvartifa, Udvahuta, Uthgipta
Vidhuta.

Gestures, three vaneties, 151 ; Sikha.

Anga, Upanga,

Ghfienita k. 48, 53.

Glances. additiona] 162; Alokita,
Anuvrity, Avalolkta, Pralokita,
Sama, Sici, Ullokita, Vilokita.

Glanees for Complementary Psy-
chological States, 155-157, Dura-
rablz Psychological States 155-
156. different Sentiments, 154-
155.

Glances, see Eyeballs, Eyebrows efc.

Goddesses in human role, 434485

Gaods of the stage, 33,

Golden age (Ariavuga), 2.

Gomukha (2 Lind of drum), 66

Goyicandra, 256.

Gracefal Style, 7. 247, 248

Graha (a music), 75.

Gramyadharma, 2.

Grimani, 37.

Grandeur (c;as), 317

Grand Stylz, 7, 247

Grdhrivalinaka k. 48, 57

Guardiars of direcuons (dikpalas).
33
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Guha (Kartikeya), 33

Guhyakas, 83, 425. -
Gulma (a hnd of Pndi), 71,

Gunas (of napa), 3150

Haas, 68, 102-104, 562, 3714f, 397,

404,

Hala, 67

Haldyudha, 287.

Haldar, G, 256-259, 520

Hand Gestures, three Lands, 172-
175; tharr ff wse. 155.. diff
movements of, 188, spheres of
189, quality of 198

Hara (Swva), 42

Hary (Vignu), 39

Harmnapleta (12), 274

Hannjpluta k. 48, 58

Hanni {same as Vrsabhace-iita),

Hamonous Represcntauon, 442-
453

Hargacanta, 97, 526

Hargaka (2 kind of neck-omament),
413.

Hastarecaka, 66.

Hastnvi (an omament of forc-arm),
414,

Hastapatra (an ornament), 47.

Hasunzpura, 248.

Head, Gesterzg of, 1526
see abtve Gestures of Head

Hemacandra, 5§

Hemakita mountam, 345

Hero, 13

Heroic Sentiments, 114-115, three
Linds 117,

Heroine, 13, eight kinds of, 471;
deceived by the lover, 472, dis-
tressed by separation, 471 dres-
sed up fcr wnion, 471: enraged
with the lover, 47235 having the
huosband in subjection, 472; mo-
ving to the lover, 473 separated
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by a quarrel, 472; with 2 sojour-
ning lover, 472,

Herowe in expectancy, 476477

Hesitation (samima), 297, 299

Heroine's reception of the beloved
one, 477

Health and rourishment for the
exercise (yogya), 209.

Highborn lady s lovs, 465

Himilaya, 26, 66, 246, 4215

Hindu Theatre, 19, 28, 143.

Hirany3ksa, 6

Homa (pounpg ghee in the sacnfi-
cal fire), 16, 22

Hri, 46

Human Success, SIS

Hutdéana (Agm), 425.

Hysterical Mood {(Kulakiiicira), 154

Ideal drama (nztgha), elements of,
398400

ldenuty fsarapya)y, 298, 305

Thimrga, 250, 353, 358, 365-366,
385.

Ilavrtavary, 4

IMfuminatton of the stage, 43,

Ilfustration (@rsfanta), 299

Jmpatience (autsukya), 137.

Inconstancy (capalata), 134
108.

Indirect Expression of Destre (ma-
noratha), 298, 305

Indrm, 3, 5, 6, 9. 12, 13, 35.37, 39;
see also Salra.

Indian geography 2.

Indignation (amarsa), 140

Indramakha, 9.

Indra's Bacper-staff, 435,

Indravajea (11). 270

Indolence (@lavya). 130.

Inference from similitude (mba-
tarka), 297, 301.

Insanity (unmada), 142,

Instrumental music on the entrance
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of charactzps, 216
Interrogat:on (precha), 298, 304
Interpolation, a Blemush, 511 512,
Interval of feet on entrance, 216
Intmaung speech, (culika), 397
Intonation, 333, m ddferept Sentr
ments, 348 349 , two ways of, M6
Intowication (mada), 129-130
Introductior of a play, 97, fise
kinds of, 405, Acadental Inter
pretatren, 371, Openme of the
story, 405, Pamncular Presenta
tren, 405, Personal Busimess, 403,
Transferrence, 371-372,
Introductory Scene, 357 397
Inversion (vipary@ma), 298 302
Iran, 425
Isa (S1va), §9
Irregular Histriomie  Representation
453
Tihasa, 3, 4

Jagadisvar, 369

Jahnavt (Gar ¢3), 67

Jams (Nirorantha), 430

Jambudwipa, 2, 6, 245

Jambudhvaga, 6, 425

Jarhana-capala A, 205

Japaka, 354

JanZrdana (Visnu), 42,

Jamta k 43, 59

Jar, brealung of, 42, 43

Janjara, 10, 12, 13, 34, 41, 83, 8o,
86, 91, makine of, 435-436

Jatarulie 433

Jau (of musi) 69

Jatila, 6

Jealous Ancer (mana) 154

Jester (vid gprka), 13

Jhafjha (brz cymbals) 66

Jhasa, 67

Jinya (uneual), 255

Jolls, J 495

Joy (harsa), 134
JyotuTsvara, 369

Kaildsa, 245

Kasika, 7

Kusiha Nyaya, 200 207
Kartabha (Asura) 401
Kakajaneha, 6

Kakapada, 433

Kelu, 3

Kalz, 33, 1038

Kalds m instrumental music, 216
Ralabha, §

Kalahantaris 74

Kalapa, 258
Kalapafijam
Kali, 33
Kihdisa, 10, 18, 34, 228

Kalinea, 247

Kalinjera, 247

Kiliya, 6

Kimadattd (12), 274, 275
Kamamatta, (some s Kamadatta)
Kiamapala, 40

Kamasutra, 29, 465, 471

Kampana (Kampa), 435

Kaifie (@ waist ornament), 417
Kadeukn, 432

Kaficukiya (Kancuklyz) 228
Kapifijala, &

Karanas (astrolomcal), 22, 24
Karanas of Dance-bands 192, Ase
stita 3 Parnestta , Udvesinta,

Vyavartita
Karanas (of Angaharas), 47-60
Karana fof musicy 69
Kamamudr (zn ear-crnament), 415
Kamapura ( »o" ), 4le
Karravalaya, ( ) 414
Kartd 6
Kartaraksa 6
Kasikz, 258
Kismira, 248
Kigyapa samhud, 141, 456

247

» "
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Kapoha (a finger omament), 414
”  (an ormamem of the fore-

arm), 417

Kathiawar, 247

Kapbhrinta L 48, 54

Katiechinna L, 48, 51

Kayirecaha, 66.

Kapsama L 48, 51

Katydyama, 256

Kavi, Ramaknshna,
531

Kautilya, 3, 4, 20,
493 495

Kautsa 6

Kauteha, 177

Keddnr 6

Kemla, 6

Kerala, §

Keith, A B, 27, 102 104, 143, 327,
337, 338, 356, 362, 366-370

Ketumala, 425

Ketumat, 200

Keytira {an armler), 414

Khandana, 178

Khandita, 74

Khafjaka, 74, 79

Kharjura (an ornament of the forc
arm), 417

Khatzhamukha, see Katahamukha

Khasas, 330

Khicudi, 26

King's etiquette to women, 470

Kinkini (small bells), 418

Kurata, 329, 427

Kinta (a crown), 431

Kirtilatd, 178

Kohala, 247, 532f

Kosala, 427

Krintaka 1 48, 55

Krvficadwipa, 16

Kravficapad: (27), 286

Krsara, 25, 28

Krenavanna, 247

Krpza@hsora (drawn.ont syllable), 351

297 298 I

228 198 36
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Ksatniyas, colours of, 427

Ksepa (in music), 77

Kearasvamin, 27, 414,

Kumira (Kiruleya), see Shanda

Kumudambha (10), 272273

Kumblupadaka 421,

Kufiena & 48 55

Kunta (a wcapon), 434

Kuru, Nerth 475.

Kugadupa, 16

Kusala, 6

Kusummtdatavellid, (sume as
Citralchha)

Krtapa (orchestra), 30, 34

Kufilaha (Jesters stafl), 10, 16, 231,
sce also Dandakigtha

Kuvalayamald (10), 269

Kwvera (Kubera), 10, 37, 40, 67
245

Laja, 6

Lakgana 453 454

Laksmt 33 36, 39, 67

Lalita g~sture 85 86

Lalua b 48, 53

Lalita (metre), 291

Lallana (scothing
347

Languages, use of 321f; types of,
324,; Ammals, 325, Common,
325, Noble 325; Superhumen,
325

Lalsjatdaka k. 48, 55

Latawvréeiha L 48, 54

Layinsara, 71.

Lavdation {prarocanz), 71, 80, 93
403

Lasyas, twehe types of 374M-
Asina- (r3thya), 375: Bhivita
(Bhiva), 377: Dvimudhaka, 376:
Geyapada, 375: Pracchedaka,
376, Puspacandikz, 375, Samn-
dhava. 376; Sthitapathya, 375

children), 291,
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Trnmadha, 376, Uktapratyukta,
377, Uttamottamaka, 376; Vic-
trapada, 377

Laughter thasya), 122

Lest, Sylvan, 336

Lifeless objects on the stase, 424

Light-heartedness (lalifa), 154

Lightnimg, 33

Likad, 20

Lilavati, 261

Limitations of human efforts m pro-
duction, 522

Lina L 48, 50

Living bemnzs on the stage, 424

Local Usage, (prenriti), 101, 104,
1466 148, 2466 ; Avanti, 247,
Daksinatya, 246, 247 ; Odramaga-
dhj, 248, 749 Pidcili (Parcala-
madhyam3), 248,

Local dialects, late 231

Lohitinga, 6

Lokapalas, 3, 12, 83

Lokadharnni 103.

Lekapalas, 3, 12, 83

Loltaka L 49, 60

Lollata, 105

Lord of Tirds, 33,

v " Niras, 33

Love, beginmng, 464; Courtezan's
465 . higkborn lady’s 465, mai-
dens’ 465; manifestations  of

cn's, 469,

Love (rard, 122

Love of a maiden, stages of 465,
Anxiety, 466, Pxath, 468, Dust-
ress, 467 ; Enumeration of ments,
467; Insanity, 468; Lamenta-
tions, 467; Longing, 466; Re-
collection. 466, Swlnpess; 468:
Srupor, 468

Lover at fault, treating of 479-481

Lovesickness, relef in, 469

Loveliness ‘Kanfi), 318

Lower lip, gestures of 169; Kam-

par3, Saomudgata, Sanda taka
Vimgihana, Visarga, Vivartana
Luders, H 2
Lyinz down posture, 240f  Aluicita,
Nata, Sama, Prasima, Viartta,
Udsahita,

Madaskhalita k 48, 59
Madavilasita a 47, 63
Madhu (Asura), 40
Madhulan (9), 268
Madhuparka, 24, 37

Madra, 248

Madraka (22), 284

Madraka (song), 77
Magadha, 248, 427
Magadha {person), 6
Magadhi Giu, 531

Macadhi, Pht, 329, 330, 3311
Mlagha, 35

Mahacirt, 77, 80, 83, 93
Mzhdena, 46
Mahagramanya, 34.
Mahajihva, €

Mahakala, 108

Mahamatra, 432
Mahdvamnng, 247
Mahavamsa, 426

Mahendra (see Indrai
Mahendra (mountain), 248
Mahendravikramavarman, 369
Mahesvara (Siva), 1, 66, 74, 75
Maiden's iove, 465

Makara, 455, 460,
Makartakasirs3 (6), 265
Makarikid {an ornament} 415
Make-up, 4117

Malada, 298

Malatt (6), 266.

Malatt midhava, 347
Malava, 247

Malaya, 247.

Mailni (6), 265-266
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Malini (Prugaias name for Nandi-
mulhs).

Maldah, 248.

Mallabhum (W. Bengal), 248

Malliatha, 427.

Mallavariaka, 248

Man 10 the sky, 484

Mandaka, 6

Mandiksintd (same as Sridhard)
281

Mandala (m ntuals), 36

Mandala (in dance), 210 ; see
Acenial and Earthly Mandalas,

Mandala Sthana), 204, 206

Mandalasvasuka L 48, 50

Mafjukesi, 8

Maijari {an omament), 416

Mankad, D R 19, 25, 31, 363, 367,

Manmang (over’s overture), 347,

Manoram3, 8

Mantra, 16, 38, 42

Marga, 216

Margas (1o ostr music), 216

Margisann, 77, 79, 83

Mirpava, 248

Mangci, 1

Maruta, 39

Marvellous Sentiment, 116-117 three
lunds, 118

Masks, mikanz of, 437 . use of.
431

Mastalki, 431

Masulipattanam, 247

Mathara, 6

Mau, 33, 39.

Matrasamala (2 metre), 292
(samre as Vinavisika)

Matsya Purana, 1

Mattall: k 48, 52,

Maulr (Mastaki), 431

Maydpuepala, 251

Mayarasanoi (10), 269.

Matrka, 49,

Mattakridz, a 47, 62,

NATYASASTRA

Mattamayura (13), 277,

Mattacestita (8), 267.

Mattaskhalta a. 47, 62

Matiavirani, 12, 27, 28, 32, 38, 40

Matted hair. 433

Meaning of words, 503

Measurement, table of 20

Medhz, 33, 36, 39, 42,

Mediation {anunma), 297, 303

Meghamald (29), 285

Meakala, 247

MeLbald (an crnament), 417.

Memonal Verse (Kardhay, 100

Men, five types of 479; clever,
493, mfenor 494, maddhng, 493.
noviee, 49%, superior, 493

Men's efforts in representation,
503

Merta, 247

Meru, 26, 245, 247.

Meea, 6

Metaphor, 308

M:trical patterns, 2616

Metres, 260 f

Matres to match Sentiments, 318-
319.

Migrakest, 8

Mz, 12, 33, 36, 38, 40

Mixed Prelinvparnies, 96.

Mlecchas, 232.

Meongod, 83

Mecaka (2 kicd of ear ornameat)
413

Moyaka, (1), 270.

Motanaka. (same as motaka),

Mothers of the Natya, 37, 38, 40,
43.

Mosala, 247

Mouth, cestures of 168; Bhugm,
Nirbhugra, Udvzhi, Vidhuta,
Vinivrtta, Vivrita,

Movements in Bharatavarsa, 244

Movements of gods and demigods,
244
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Mrdanga (an earthen drum), 23,
43, 66.

Mritikfivat, 247,

Muedraraksasa, 230.

Mrechakatika, 338, 3376.

Mukka (r music), 72.

Mukhacapald A, 295

Malz, 24, 3.

Multiplex Predication (padoceaya),
298, 362

Muni, 6 -~

Munda sear, 239.

Murray, Gilbert, 375

Mustika, 6

Nadika (Nalika), 362

Niga (Serpents), 12, 83, (Pannaga),
40, 419, 420, 456, 457

Nagadanta (bracket), 29.

Nagaprasarpita k. 49, 60.

Nagapugpa, 36

Niagarjuoa, 327

Nalikd, 94,

Names of different characters, 343-
3.

Nands, 8.

Nazodi, 37, 67.

Nindimekhi (15), 279.

Nindmmuohhi (arother name of Ma-
Il of N$)

Nandrévara, 34, 39, 331.

Nara, 425.

Nirada, 8, 40, 81, 82, 289.

Nirayana, (Visnu), 36, 38, 401.
425,

Narkutaka, 14, 79.

Nitaka, 256, described 353, 354fT.
385, 397M., 465.

Nitakalaksana, 6,

Nipka, 360-361.

Niatrandir, 18.

Nifsali, 18

Natydharmi (Conventional Practice
1103.
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Napakwnari, 34

Nabyalankira, §

Natya-maids, 34

Nityamitrka, 43

Natyayita, 449

Nityaveda, 2, 4, 5, 9, 14, 75

Neck-gestures, 170-171 Aficita,
Kuficita Natd, Nivitd, Reafd,
Sama, Tryasrd, Valua

Nepala, 248

Nikuficita k. 48, 52.

Nikuttita k. 48, 52.

Nilakantha (Siva), 7

Nirdesa, 257

Nirgita, 81, 82

Nirukta, 257

Nineda, 127

Nurytha, 29

Nisadha, 245.

Niumbha k. 48, 56

Nitzmba k. 48, 58.

Nitti-Dolei, L. 321, 322, 324, 326,
331

Nivesa k. 48, 59.

Nivrita k. 48, 56

Nivrtyatikura, 449.

Niyati, 12, 33.

Niryiiha, 25.

Noble language (Gryabhasa),

324

North Kum, 425

Nose, movements of 165-166,
Manda, Nati, Sochasa Svabhiviki,
Vikrgta, Vikiimti.

Notes (musical), according to Sen-
timents 345

Nritahasta, 49.

Number bof chamacters, limits of,
358.

Nilpura k. 48, 53

Nyiyas (modes of using weapons),
206; legendary orgin of, 403:
Bhirata, 207; S3nvata, 207:
Vargaganya, 207, Kasika, 207.
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Obstrucuon (prasigedhia), 305,

Quccasions for PAL rectation, 326-
327.

Odra, 99, 104, 248, 427.

Odra migadhs Local Usage, 104,
245, 249,

Oudrzs, 3.9, 331, 427

Odious Sentument, 116,
Lnds of, 118

Ogha tn drem), 70, 73.

Oldenberg, 4

Omens (physical) for women, 477.

Ombira, 13

Opening (a Segment), 98, Imbs of
387; Accession, Actnaty, Allure-
ment, Conflict of feehings, Deor-
sion, Dusclosure, Enlargement,
Establishment, Inciement,  Set-
ting, Suggestion, Surpnse.

Op:rung of the story (in Prologue),
405.

Ornament, five kands, 412, for fe-
mazles, 415., for males, 413414,
making of, 440f

Ormnateness (blnzgana), 297, 298

Oherture of anstr. musie, 216

three

Padabhaga, 76.

Padipaviddbala L. 48, 53

Padarecala, 66

Padma, 67.

Padmanitha (Vignu) 38

Padmini (12), 275.

Paduka, 6.

Pahlavas, 427,

Painting of humbs, 422,

Palaces on the stage, 359:

Pallava gesture, 92,

Panavz {a Yind of drymd 23 43,
66

Panava {2 metre same gs Kuvalaya-
mila)

Pincala, 99, 104, 248 427.

NATYASASTRA

Paficila-madhyam3, (same es Peii-
cain)

Pancali Local Uszgs, 104, 248, 249

Paficstantra, 266, 416

Paficagikha, 6

Paficiogathinaya, 449

Pivdularma, 6

Panin, 257.

Pani, 72

Pannaga (serpent), 10, 13, 42, 425,

Parallelism (rdakarana), 297, 299

Paralysis {srambha), 146

Parivmita L. 47, 63

Pargiter, 4

Pancchuinm a 37, 63

Panghatans, 77, 78, 82

Pangitaha, 74

Parivarta b, 4%

Panvartzoi Dhr.” 87, §8, 5314

Parvritareenta a 37, 63

Parvpita k48,

Fargada, 6

Parvaty, 74.

Pirsvacchedya a. 47, 64

Parsvagats (2 kind of crown), 431

Farsvaying L. 48, 57.

Parsvakranta L. 48, 56.

Pirgvamauli (@ hand of crown), 431,
432,

Parfvanikujiaka %, 48, 33.

Parsvasvastiha a. 47, 62

Parfus, (a tribe), 431.

Particulzr Presemtation (fn Projo-
sue), 405,

Paryastaka a. 47, 60, 70

Fasa, €7.

Piganda (beretic), 23.

Pafupatas, 225, 430

Pataha (a kind of drum), 66

Patafijal, 256 257, 268.

Pathetic Sentiment, 112, 113, three
kinds of 117.

Pathya Arya, 288-289, 293

Patt (of masks), 437.
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Patralehhd, 175, 283, 416
Patrakarmih3 (an orpament), 415
Patuvrtta (12), 276,

Pause defined, 350, use of 350

Pause (a segment), Imbs of 387;
Altercation, 399 Angry words,
373; Assertion, 393, Censure, 394,
Foresight,  394; Humuliation,
394; Injury, 394; Insolence, 394,
Lassituds, 394; Menuon, 393,
Opposition, 394 ; Placation, 393,
Summing up, 394

Payasa, 25; 25; 28, 37, 38

Personal Busmess (Prologue), 405

People supplying norm of drama 513

Perspiration (sveda), 146.

Physical graces of women, 443,

Persuasion (siddhi), 297, 300

Physteal graces of women, 443

Physical  representanion,  sixfold,
449. Ankura, 449, Natyaya
450, Nwvrtyankura, 450, S3kha.
449 ; Sicd, 449; Words, 449

Physicat Success,3 316.

Pindi, Pindibandha, 67, 70.

Pmdipatra (an omament), 415

Pingala, 6. 266fT, 274-276, 281-282,
287, 289, 291, 292,

Pudden, 12, 36, 37, 425, 456, 458

Pischel, R. 329-331

Pitimaha (Brahma), 1. 85, 402

Pithamukha, 6

Putrs, 36, 37, 83

Plays of ten kinds, 353fF

Playhouse, 18, 20, 22, 23-25,; types
of, 19; groundplan, 22; laymng
foundation of, 23

Playing of drums on the stage, 242

Plys, euphony of, 400.

Plot, five elements of, 382 : Epr-
sode, 281-382; Emsodical Inci-
dent, 382; 381, Vital Drop,
381 : Epsode Indication, 3%2-
383

7t
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Plot, two kinds of 378, Pnna-
pal Plot, 380, Subsidhiary Plot,
380: five stoges of Segments,
381-382, omussion of Segments,
380

Pomted Utisrance (upadigfa), 298,
302

Postures of characters while enter-

mg. 216

Postures of women, 233, Asdvak-
ranta, 233,  Asehitha, 233,
Ayata, 233

Prabhavau (123, 276

Pracetas, 37

Practices two kinds of, Realstic,

103, 250, Conventional, 250
Pracyd, 329, 330
Pragjyouga, 245.
Prahargmni {13}, 277
Prahasana, 353, 369-370.
Prahlidanadeva, 367

Pralarana, 250, 353, 360-362,
385, 397, 398
Prakrit, 32iff , seven kinds of,

phonetics of, 322-324
Prakntc Recrtation, 321ff.; Specral
oceasion for, 326
Pramutaksara (12), 273
Pramina (extent), 2.
Pramimka (sumg as Mattacestita)
Pramathas, 108
Pramutiksara (12). 273
Prisa {a weapon), 435
Prasarpitaka k. 48.
Pratiksepa (in music), 68, 72.
Prastivara, 98
Pratisikhya, 254,
Prensarg, 35.
Pratyghira, 77, 75, 83
Praty3ldha, 204, 206
Pratyaha, 26
Pravanga, 248
Pravaralahita (16). 280
Preksa. 16
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Prebimunaries of a play, 76f., Biff

Prenkholita k, 48, 58.

Presumption (arthapatti), 298, 304

Pretended apger of women (Auifg-
mitay, 153

Prnate Personal Address (Japann-
Ra), 508 509

Protubrted acts on the stage, 475-
476, 451482,

Progression {2 Ssgment), limbs of,
387, Amerousness, 390, Flash of
Jole, 390, Hindrance, 390,
Joke, 390, Meetng of Castes,

391, Mowving Forward, 390,
Pacificaton 391,  Pessimism,
390; Pursuit, 390; Reference,

391, Refuesal, 390, Sweet Words
391, Thunderbolt, 391,

Prologue, 98, 404

Prthasvasuba k, 48, 51

Pathuli Geg, 351,

Prilni, (same as Vilambitagau)

Prihvidhara, 329

Psychologieal approach to women,
494, 194,

Psychological States (bhava), 106,
1%L, and Gesture, and Glance,
154, and colour of face, and
Sentiments, 169-170

Pija to the stage, 16, 17

Pulmndas, 232, 236, 427

Pulem3, 6

Polkasa, 330

Pundra, 248

Pundraksa, 6.

Pandranisa, 6

Pumaha, 26

Puraka (2o crnament), 417.

Purandzra (Indra), 39, see also
Sakra.

Puranic Geography, 16.

Plrvarafga (Preluminaries), 76

Piirvabhadrapada, 33

Piirvaphalguni, 35

THE NATYASASTRA

Panvagadha, 35

Pusaller, A D, 320. 362, 363, 368

Puskaradvipa, 16

Pugya, 22, 435

Papa (same as Pujasrita).

Raghavan, V. 28, 31, 106, 107, 250,
297, 353,

Righavabhatta, 90.

Raojasthana, 247

Rakiz (2 drumy), 70

Ranga (stage) 18

Rangadv iz, 77, 80, 91

Rangasirga, 23

Raugapitha, 23.

Rungihatarana, 27

Raksasa, 3, 10 36, 37, 39. 81, 419,
420, 429, 456, 457.

Rank indicated by grouping of
characters, 244

Rao, Subba, 31.

Rasaka, 353

Rasani (an ornament of the waist),
417

Rathoddhati (11), 271,

Raudra, 6

Realistic objects on the stage, 439.

Realstic Practice (fokadharmi), 250

Recaka, 65-66, €9.

Recaka {Recitn) mkuftaka k. 48, 57.

Receiving guilty loner, 477,

Recita a 47, 64

Recitation, 253, 325 two kinds of.
253; 3250 ; quabities of, 334;
six alamharas of, 346, 347.

Recitation, Sanskntic and Prakri-
tic, 328, 42567,

Recollection {smrti), 132,

Recording Blemishes of a perfor-
mance, 536

Remorse {pascatiapa), 302

Representation of directions (dik),
503, of objects and senses, 454fL ;
of sinzie-hand gestures, 172
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Rgveda, 4, 404, 431

Rjuka, 6

Rktantra vyAkarana, 254

Rohini, 24

Rsabhagajavilastta, (same as Gapave
lasita)

Rsis 36

Rucipat, 356

Rudra (S1va), 108, 424

Rudras, 36

Sabala, 5

$abaras, 329, 331, 332

Sadvaly, 6

S3eamnandin, 356, 401, 403

Sahya (mountam), 247

Sandhava, 6

Samdhaviyam, 6

Saitavn, 289

Sakadwipa, 16

&akala, 209

Sakara, 237, 329, 330

Sakms, 427

Salatasya L 49, 60

&dkatiyana, 257

Sakha eesturcs, 151 152, 169

Sakra (Indr), 5, 11, 67, BS,
435

Sakranzm, 6

Saktr (2 weapen) 434,

Sakuntald 333

180

§ilika, 6

Saling (11}, 272

Salikarna, 6

Salmalidviga, 16

S3lvala 248

Salyala, 248

Sama (o drum), 70 216

Samanakha k 48, 50

Samapdda Sthana, 224

Samanvakira, 45, 250, 353, 358,
k)
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Simaveda, 4

Sambera, 6

Sambhavite Gis 531

Sambhranta a 47, 65

Sambhranta L 48, 59

Sanghamttd, 343

Samghotan3, 77, 80, 83

Samguitasaly (sameidaslay 18

Sammata k 4§ 57

Sample (ndaharaiay 299

Samudrugupta, 363

Samskara sastrqg (_rammoar) 257

Samvartaka, 6

Sapatkwmara, 37

Sanda, 6

Sandhya, 238

Sarndilya 5

Safijiva, 434

Sankhadhara, 369

Sankuka, 10>

Sankukarna, 6

Sankuvarnamukba, 6

Sansknt grnymar, terms of, 235,
phoneties of, 254-356

Sanskritic Recitatton, occaston for,
326

Sansknt vocabilary, 256-259

Santaty, &

Sarala, €

sarabhd (14), 278

Siraditanaya 6 305

Sarasvat, 10, 13, 33, 37, 47

Sardulawnhndita (19), 283

$irnpadera 6

Sarprta k 48 57

Sarve$vara, 305

Sanvatas-cap~la, Arya 295

Sagivadand (seme as Maharzha-
§irsa), 265

Sastra (Natyasastra), 522

Sastrr, Ramaswamy, 107

$3tajancha, 6

Sataghni (2 weapon), 283 434

Satpada, 6
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Sattva, def, of and mmportance, of,
442, of males, 443

Sattaka, 353

Sitvata Niyaya, 206, 207

Sainaka States, 103, 145, 147,

Saudimani, §

Sourigtra, 332

Saugthava, 85, 208, 223, 235

Samwra, 247, 352

Sceptre of Yama, 33

Seats for ascetics, and sectapans
239; for different characters,
235 ; for females, 239, for males,
23R, general rules on, 240

Seas, 33, 36, 2398

Seed (bya), 98, 379, 381

Sepments (parts of 2 play), five 1n
number  Conclusion, 384, Deve-
lopment, 384, Opemng, 384,
Pause, 3%4. Progression, 384, m
different types of play, 385, dis-
unction of, 385.

Sem-even metres, 287

Samz mstoneal tales, 3

Semi-uttered Expression (anuwhte
siddhn, 298, 306

Sammdhite (chamberlaw), 208

Sentiments, 98, 100ff , and metres.
318, 319, and Pyychologcal
States, 147

Senies of Offers (mal@), 298, 303

$ega. (a serpent ged), 12

Seven Continents (sapfachipa), 16

Shame (yrida). 133

Shanks, movements of, 197.198;
Avarnta, Ksipta, Nata, Panvrtta,
Udvaluta

Siddhi, 33, 39

Sides, movements of, 194.105

Sikhz, 6

Sikhanda, 433

Sikhipaga, 415

$ikhavyala {an ornament), 415

Sikhi, 67

THE NATYASASTRA

Siver Age (fretd-duga), 2

Silent Expression of Affection (mo-
fravaa), 153-154

Silp2, 3,5

Simhakarsita k. 48, 58

Srmhan3hont, 67,

Similz, 307, fise hands of, 307,

Sindhu, 247, 332

Singabhiipila, 6

Single-hand gestures, 238 ; Paid
La, 174, Tnpatdka, 175, Kanad-
mulha, 177, Mug, 177; Sikba.
ra, 178, Kapittha, 178, Katzla-
mukbha, 178, Stomulha, 178:
178, Padmalo$y, 180, Sarpadiras,
181, MNirgasirga, 181, Kiangula,
181, Alapallava (Alapadmezka),
18t, Catra, 181, Bhramara,
182, Hamsasya, 182-183, Ham
sapaksa, 183, Sandamsa, 183:
Mulula, 184, Umenibha, 184;
Tamraciida, 184

Suung postores at ease, 237; in
ceremonral occastops 238, in
funung 237, mn mtoucanon 237,
m pactfyiny & beloved woman,
238, mr 3 pensne mood, 237,
m shame, 237, 1n sleep, 237; in
sorrow, 2373 m worshipping a
deity, 238

Sircar, D € 247,

Six Contiments (s@ddhipa), 425,

&na, 1, 10, 13, 37, 45, 67.

Skanda (Karmukeya), 17, 36, 37, 41
424

Skhalitz k 48, 58

Ship of Tongue (bhramsa), 316

Smirti, 33, 44

Soma (moon), 425

Soma-sacnfice, 50

Sorrow (soka), 123

Songs, Chandala, 71, 72; of scven
typzs, 81,

Southern Qcean, 247.
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Sougds w  alamkdras and Senti-
ments, 518

Speaking aside, 507, m one’s ears,
508: to the sky, 507; Speech m
skep, 510, of children, 510, of
dying persens, 510, of old peo-
rle, 510

Spectators, different dispostion of,
524

Sraddha, 36.

Sragdhard (21), 284

Sragviz1, (s9me as Padouni),

$ramanas, 224, 326

sn, 67

Sndhara, (17). 281

Srngavat, (a mountam), 235

Srotnya, 327, 433

souty, 6

Stagz, 28-30, 42

Sthanas (standing posture), 49, 203,
Alidha 206, Mandala, 206,
Pratualidha 206, Samapada, 205,
Vagakha, 205: Vasnava, 204

Sthapala, 97

SthapatyasZstra, 4

Sthayiblave Durable Psychological
Stat= 102

Sthayivara, §9

Stopor fiadata), 136

Style (vrtdy 7, 103, 246

Subnussion (e reti), 303-304

Sua Carn. 75

Suc1 k. 43, 57.

Suctviddba & 48, 57

Sidras, colours of, 427

Sudan, §

Sukegq, 8.

Sula (a weaponm) 434

Sulocanz, §

Sumal3, €

Sumhottara (v 1 Brohmottara) 248

Sumukhi, §

Sunands, 8

Sundan, 8

565

Supporting Scene (vighambhuka),
358, 397

Supusgkala, 8

Siirasena, 248, 427

Sardgtra, 332

Stiryasiddhint2 24

Suskapakrsta, Dhru 77, 60, 83

Suspenston of representatron, 509

Susruta-sanhita 456

Suvadanz (20), 283

Sveatz (11 271

Svarnzka, 6

Svastika, k 48, 50

Svastikarecita k. 48, 50

Svat, 8

Svayambhu (Brahma), 67

Svayambhina Manun 2

Sweetness (madhurya), 3 5

Sweet terms of add 2.z by females,
482-483  dear {prnay 482 b
loved, (kana), 482, affectionatz
(Guaitd), 482, lord (natha), 482,
master (svammn), 482483, lfe
(i iza), 483, joy (randana), 483

Syamayana, 6

Syllabic metres, 260

Syathests (slesq), 316

Tauila, 6

Tattinye Prati§ibhya, 255
Talsaka, 6, 245

Tala, 36

Talaka (2 waust ormament), 414
Talapatra (an ormament), 176
Tala (space measure), 217
Talapuspaputa k. 48, 49
Talasamghattita k. 43 58
Talasamsphonta L 48, 56
Talavalasita L 48, 55
Tamrahpts, 248

Tanumadhbva (6), 265

Tundma (Class-dance), 458 63
Tandiyana, 6

Tandu, 5
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Tindya, &

Tapasy, €

Tapsun, 326

Tirkgya (Garuda), 67

Tattva (in music), 75

Tatto, 421

Thigh, movements of, 147,

Ternible Sentiment 115.116, three
kinds, 118

Thulang withm opeself, 508

Thomas, F W 370

Three Jands of Succeess, (dramotie
rroducuon), 515

Three Mens t2lk. 77, 80, 94

Thundertolt, 33

Tetnpo of the Gant, 216

Tilottam3 (a mymph), 287

Tilaka, 416

Time for dramatic production, 528

Tme for steps. 216

Tomara fa weapon), 283, 434

Topar (Bangsh word) 43)

Tosala, 247

Tosal, 247

Totaka (12} 272

Totaka {a knd of play), 353

Two types of production, 249, en
erzetic, 249 delicate 250

Trarsttional Scene 398

Treating the swlty lover, 479481

Tremblme (1epathu), 146

‘Tapura, 247

Tretginga, 2

Tnpuradzha, 46

Tripura-aller, 38, 53, 2, 534

Trnédha, 6

Trveni (trnvani), 416

Tryasta Frelmunaries, 94

Tuemburu, 40,

Tugira, &

Ucaitila, 417,
Udayana, 354
Uddhat3 (7), 266

THE NATYASASTRA

Uddhrtaka a 47,

Udgati, 291

Ulghatia a, 47, 5%, 61

Udghattita k. 48, 59.

Udvzttaka 2, 47, 64

Udsrtiaka k46, 58

Ugra, 6

Uha, 29

Uma, 92

Uneven meotres, 287,

Unfaroura™lz Precedent (nidersans)
297, 300

Unmatta L 48, 51,

Upanat, 6

Urdneibhinaya, 151 152

Upamsad 219

Upavzhana, sez Upohana

Upastiz L 45, 58

Upendra (Vignu) 88, 271

Upendravarra (12), 271

Upmeda, 4

Upchana, (musical overipre), 69, 70,
72, 216 531

Uraga (Niga), 3, 36, 37, 429

Urdhsagqoe k48 52

Uromandala } 48, 59

Urddvrtta L 48, 59

Usnara, 248

Usnisa of Buddha, 433

Utkala, 248

Utlalinea, 248

Uihariha, 33

Uttama, 6

Utgrstihanka (Anka), 353, 36%

Uttarakuvro, 425

Usthapana, 77-79, 87

UtthZpen Dhr, 84, 95, 96, 5310

Varsikharsata a. 47 63,

Vai€3kha sthina, 69

Vai§~sika (an ¢xpert 1n courfezans),
486

Vastha (2p espert in courtezans),
486
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Vaisnava sthana, 85, 216.

Vaisyas, 239; colours of, 427.

Vavasvata Manu, 2, 36, 38

Vajra, 434

Vakgasvastika, 77, 78, 82

Vikyapadiya, 253.

Valia & 48, 52

Valuorn k. 48, 50.

Valyas, 435.

Vahliva (Bahlika), 245, 427,

Vamadzva, 1.

Vamana, 315-318,

Vamana Purama, 34.

Vamsapatrapatitz, {17), 281

Vamsastha (12), 274

Vanaramakarakath3, 292,

Vanavasila, 292.

Vanga, 24§

Vafijula, 4.

Varaha Puraga, 34, 66.

Vardhamina, 46, 69, 71, 77, 83, 3¢

Vanad Representanons, 4974 anw,
497 ; anger, 504; asses, 505; an-
dible cbjects, 498 autumn, 500;
banners, 500, bear, 499; Bhiitas,
505 ; iz burds, 305 breakmg of
nreck, 511, burming sensaneon, 511 ;
camels, 505; cessation, 500, con-
cealed speakmng, 509; Conse-
quents, 5923 cursed persons, 507,
day, death, 511; deep feelmgs,
493,, Detzrmunants, 502;  dust,
497 ; early winter, 500; entirety,
493 ; flowers, 493; froth m the
meuth, 5115 great crowd, 5063
greeting gods, 506; musible per-
sons, and supenors 506; bappi-
ness, 497; heat, 500; heght,
500 hiccup SI1: hot wind, 499
honse in darkness, 507; jealous
anger, 504; joy, 503; hghtmng,
499: hous. 4991 lovesick per-
sons, 507: meditation, 500; ma-
mony, 500; mens fear, 5043

567
men’s  sorrow, S04 mudday
sun, 49%; mountamn, 5vo, neck-
lace, 498, npumerals, 499,

objects on (e ground, 497, para-
Iysis, 511, parrots, 505, Pisdcas,
505, pleasant objects, 498, pos-
sessed persens, 507. Pnvate per-
sonal adaress, 503, Psychologicnl
States 502, rams, 501, ramy
mghts, 501, repugnant objects,
499, $arkas, 303, seasops mw
gezeral, 501, sharp objects, 498,
shooung stars, 499, smoke, 497,
speaking aside, 507, 1 ones
ears, 503 ; to the sky, 507, sprmg,
501, sumumer, 501 , sun, 497 swing,
507, tall trees, 506, thmhng
withiz ones.lf, 508, thinness,
511, tremor, 511, umbrelia, 500.
visiblz objects, 498, wide expamse
of water, 506, wmtar, 501:
women’s fear, 504, w.s mtox-
cation, 504, w's jealous danger,
504; w.s sorrow, 504. worship-
supeniors, 499

Varnas, 33, 73, 82.

Varsaganya myaya, 207

Varpka Mirga, 88, 531

Vartita k48, 50.

Varema, 2, 10, 12, 38, 40, 67, 88,
425,

Vasantaiilaha (14), 277

Vasavadatd, 27.

Vastu (pedaasui), 70, 72.

Vasubandhu, 327,

Viasuk:, 248.

Vitsya, 5

Vatsydyana, 29, 471, 486

Viyu. 18

Vedas (four), 3

Vedic cult, 432,

Vedic sacrifice, 17,

Vedic stodents, 433

Velapkar, MHD 322
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Verbal  Representation, 2430
forms of accosung, 450, agree-
ment, 451; change of words,

451 ; anlogue, 451.
Verbal Style, 7, 248
Vetravati 332
Vibhava, 119
Vibhakta (2 drum), 70
Vicabeana, 6
Vidagdhd. 8
Videha, 248
Vadis3, 247,

Vidyadharas, 419, 425, 428 478

Vidyapau, 179

Vidyudbhranta a 47, 64

Vidyndbhrinta L 48

Vidyuynhha, 6

Vidyullehha (8), 267-268

Vidyunmili (same as Vidyullehha)

Vidyut, 6.

Vighna, 10, 11, 13, 14, 83

Vikgipta Dhr 531f

Viksipta k, 48, 35

Viksiptakstpta h. 48

Vilambrtagzu (17), 282

Vinata, 40

Vindhya, 33, 247, 331

Vinnvrita, Lo 48, S56.

Vipralabdna 74, 350

Vipula, 6.

Vipula Ana, 289-290, 294

Vira, 6

Viriipaksa, 14

Visala, 6.

Viskambha a 47, 61

Viskambha k. 48, 59

Vighambhipasrta, a 47, 61

Visnu, 1. 10, 33, 37, 41, 67, 83,
108.

Vignukrinta k. 45 59,

Visnu Purana, 8, 45

Visvakarmi, 11, 19, 20, 418, 435

Visvimitra, 354

Vidviavasu, 40

THE NATYASASTRA

Viiedevas, 36, 38.

Vipa, 6

Vigecumbuna, 184,

Vnal Drop (bndu), 381

Vitanda, 94

Vitandya, 6

Vi, 250, 353, 371, thirtesn
hinds, 371; Acmdental Interpre-
tation, 5371 Complment, 372:
Crushing, 373; Dzcepuon, 373:
Declarauon, 373, Emgma, 572;
Incoherent  chatter, 372, Omi-
nous sigmibrcatton, 372, Outvy-
mg. 373. Rapartee, 372, Three
Mens TFalk, 373, Transference,
371, Unduz Combmauon  of
Words, 373

Vivarutaha k. 48, 56

Vocal Suceess, S1S.

Voice-registers, 35

Vraa (Pdi). 67

Vrsabhacespta, (17), 280.

Vrgabhahridita, L. 49, 59

\ roiha (Vrsclhapasnia), a. 47, 61

Vrscka k. 48, 54

Vrscihahotiita, b 48, 53

Vrscilareeita L. 48, 53,

Vyabhicdri-bhayas, 12661

Vyachrapdt, 256

Vyamata, k. 48, 5%

Vydyoga, 250, 353, 358, 367-368.
385

Wast, movetrents of 196.

Walling -round (perharta), 77, 79.
83, 84.-87.

Walling postures of women, 233
Ayata, Avalitha, Asvakrinia,
233,

Warriors, 430

Waterqar, brealang of, 435.

Weakness {gkini), 128

Weapons of Rudra, 40,

" " Vignu, 33, 40
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Weapons, use of 434, 441

Weariness (srama), 130

Weber, A 27.

Weeping (asra), 146.

Windisch, 143.

Wmming back women's heart, 409

Wiaterniez, M. 2, 4, 34, 45

Wit (lesa). 297, 305

Witty Compliment (priyokti), 503
303

Wrong Perception
saya), 303

Women, attached 489

Women's efforts m representanon,
503,

Women, excessnely in love, 488

Women’s hostility, causes of 491,
heart krown from her bahaviour,
495-496.

Women’s jealousy, causes of, 478.
Anger, 479, Dzpression, 478,
Disgust, 479, Maxed feelng 478
meving to lovers a courtezan,
473; a hand-mad, 474, a lugh-
born women, 473

Women’s natural graces, 444, affect-
ed coldness, 445; amorous ges-
tures, 444 ; confusion, 445 ; dish-
abilic, 44 : hystenical mood, 445,
pretended  anger, 445 sportne
mimicry, 444; want of response,
446

‘Women's physical graces, 443.

Women, overcoms with love 488,
psychologicat approach to 499-
495

Women, ways of dealing with them,
493.495,

(muthyadhym a-

72

509

Women reveal their hearts through
acts, 495

Women, three classes of 490491,
four stages of youth, 491

Wom:n, twentythres types of 490
Asura. 457, ass, 460, bird,
bufialo, 461, camwl, 460, cow,
462, deer, 459, dog, 461, ele-
phant, 459, fish 460 Gandharva,
457; goat, 461, god, 457, horse,
461, Makara, 460, manm, 459;
Naga, 457, Piséca, 458, Raksasa,
457; swine, 461, tger, 459;
Yaksa, 458, Gancharva, 457

Women’s wounded self-repect
tablumiing), 305

Yajuneda, 4, 404

Yayiavallya, 1, 34

Yaksa, 3, 10, 13, 33, 34, 38, 40,
67, 68, 88, 108,

Yaksi, 66

Yakgni, 12

Yamg, 6, 12, 88

Yamaka, (alamkara),
three kinds of 309 312

Yamadanda, 33

Yamy3d, 35

Yantra, 1.

Yatra, 78

Yitu, 430

Yatedhing, §2

Yavana, 427

Yoga, (ctitmvetfimrodha), 3, 193

Yipa, 286.

309-310;

Zonal division of the stage, 2428
Utdlity of, 242
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N B. Numecrals in stalies relate 1o the Inotroduction

to vor, Il

Abbreviations:

Dhr =Dhruva, nstr,=instrument, | =lmbs ; Pral - Pralira, str =strioged

Abhwavagupta, 1, 3, 8, 910 27,
51

Abhinayadarpana, 25

Abhirudgatd, Mi, 7, 9

Abhisrta, 49

Abhyantarapaharand Catugpada, 95
95

Ablution of the Director, 226

Actor, actress, 2, 223, 225, 226

Addia Dhr 93, 106, 133, 145, 146,
155,

Addita Marga, 166, 169, 170 188,
192-194.

Adyantipaharand Catugpada, 95, 96

Acrolian mode, 7

Agastya, 230

Awravans, 198

Akdsa Graha 154

Ahhar, 4.

Alsridita, 94, 101

Alsepiha Dhr. 11, 109, 121, 135,
193, 194

Aksipta, 33, 38

Alamkira, 15, Ascending, 33, De-
sendmg, 33; Mixed, 33; Mono-
tonic 33, 321 39, and Dhr. 106,
156 and songs, 39; apd Varnas,
15, 38

Alingya (a hind of drum), 162, 167,
168, 176, 183, 188, 195198

Ahpta Marga, 101, 168, 169, 179,
189, 190, 192

Amarasimha, 53

Amatya, 210

Amplification (bahitha), 9, 22

Améa, 9, 18, 75, in Jan, 7, 15, 18-
20

Anagata Graha, 43.

Andhri Jat, 15, 16, 27

Auga (=Amsa?), §

Angahira, 184, 186, 189, m Pus-
pogandit3 100, m Sandhavaka,
101, in Tnmiidhaka, 101

Angiras, 230

Anihia Catugpads, 95, 96

Anmryulta cong, 92

Anka, 219

Acki, 195

Anlkika (a Land of drum), 162, 167-
169, 176, 181, 195, 197, 196,

Antdharana (Catuspadi), 106, 107
m Owveraka, 39, m Ullopyala,
86.

Antipaharana {a lmb of Dhr)
93, 96
Antara Dhr 107, 135, 136, 144,

155, 183 104

Antara Kali, 105

Antara Marga, 22.

Antarbhigka git, 26

Anta-tila, 87

Anubaddha, 193

Anubtandha, (m drum), 171, 194

Anubandha Dhr 145, 145, m str,
mstr 4]

Anubandhaya, 40, 41

Anvgata Prak. (n drum), 177,
178, 182, 186, in Vin3, 44.

Anvsrta Prak (in drum), 166, 186

Anustta-vicyuta Pral. (in drum)
166, 186

Anugtep, 109, 119, 132, 152, 153

Anusvamta, 41, 42

Anwvidya, (in drum), 170

Apagraha (in drum) 108

Apakarga (decrease), 7
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Aplhg:z (Avakrgtd) Cari, 190
" Dbr 93, 108, 109,

133, 143, 146, 148,

Apamydsa in Jaw, 9, 15, 23, 75, 76.

Apapata 89.

Apardntaka song, H,
83, 102.

Aparavakra, 131, 152,

Aprlication of 1nstr, music, 2,

Application of songs, 155

Apsaras, 234, 235.

Apupa, 197,

Ammbha (bcFurgita), 46, 47,
in, 47,

Aranya-gina, 24

Ardhz-khafjaka Categpadi, 95.

Ardham3gadhi scpz, 39, 156; Cata-
spad3, 95

Ardhamiytiri Marjani, 166, 175,17

Ardhanatkuta Catugpadi, 95,

Ardha-piri, 180

Ardhapravrtta Casugpadsi, 95

Ardhirdha-pany, 167,

Ardha-samudga, 76

Ardha-sannipita (in drum), 154,

Ardhivakfrrd J3ti (in drum) 166,
176, 181, 186.

Ardhivakima Prak. (o dom), 166

Ardhayoga, 91

Aristotle, 3.

Amy-leadar (cerdpari}, 215

Arest (nrereha), of Tima, 12,

Argabld Jat, 15, 24

ArthasSstra, 30, 35, 25,
215,

Asarana, 65

Asarita, 60, 62,

77, 83, &,

Tala

200212,

73. 88, 98, 183,
188
46, 61, 63-66, 73:
Tila in, 60, 613
” (med am), 46, 61, 63-66,
73; four parts of,
62, 63.
" (long), 46, 63, 67, 74.

" {shert),

57t

Ascending (@roki) Alan kiras, 33
* Varnas, 31, 32
Asina, Asmnapathya (2 kind of
Lasya), 98.-100
AStivana (bamrgita), 46, 153,
Assistant to the Director, 223
Asscpant (annadi) notes, 6, 3, 6
Asmeas, 156
ASvakranta Ma. 7, 9.
Aticapala, 130
Atidhrti, 121
Atikirna, 41.
Atikrt, 107,
Anpita, 41,
Atsakkari, 107
Atvidita (in drom), 179,
Atodya, 24, 198
Alreya, 230
Atyukti, 109, 110.
Avdivle Tilz, 57,
Aupnsthayika-nirmmunda (eunuch),
209.
Avagidha. 76, 78.
Avakirnd Jati (in drum), 166, 179,
181
” Prak (in drum), 166, 188
Avakrstz Dhr (see Apakr§ta Dhr).
limbs of, 107, 193, 194,
Avalokta, 33, 37
Avamrta, 41, 42,
Avipa (silent Tala), 57, 58, 84
Avarapini, 104, 186.
Avarta, 33, 37.
Avapani, 104
Avarapini, 172
Avasinaprataorana Catuspadi, 95,
96, 103.
Avasiniki Dhr. 107, 108, metres of,
107.
Aviddhs Dhur 41, 43,; Car, 1003
Karana, 44, 45.
Ayuktikd, 204 208
Ayus, 230
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Background music, 74,

Bale, Ammold A, 4, 5

Bahirgitn (prelude), 27, 45, 46, 75,
153.

Balwdkgera Catuspad3, 95

Balarima (Hzladhara)

Binabhapta, 26, 27.

Bandhn suvaha (siave), 233
Banerp, Himansu Sehbar, 3 15
* Knshnadhan, 3. 4 IS
Benediction, (nands), 227, 231, 238

Bhbaga, 66

Bhambhid (musiea] snstr), 18 164

Bhaoda, (drum), 197

Bhina, 97, 198, 219

Bharata (zctor), 225, 226

Bharata (muni), 2, 233-236

Bharatawiitya (Benediction at the
end of a play), 238

Bharadvaja, 230

Bharathari, 225

Bhisa, 209, 213, 227

Bhaga-gi, 25

Bhapkivye 114

Bhiva (Bhawita), 98, 102

Bh3vana, 230

Bhawni, 142

Bherd, (a hind of dnum), 18, 164

Bhinhala gin, 26

Bhogavati, 116

Bhopa, 28

Bhramarz, 112,

Bhramaram3li, 126

Bhujagamulhi, 126.

Bhutalatanyi, 112,

Bhutalatanvi (bis), 123.

Bhutalatanvi-shhalitagati, 122

Bija (mantra), 197.

Bindu, 32, 33, 35, 41, 42.

Bel, 164

Brahm3, 92, 98, 188, 197, 234.

Brahmins, 11

Brhaddesi, 23, 25, 16, 17. 34-39.

Brhat, 109, 132

THE NATYASASTRA

Brhathetha-sloha-samgraha, 206,
Brhaspan, 213, 230
Badbuda(ha), 159

Cadenze of Western music, 23.

Cakrapimdatta, 22.

Cafenlagau, 118

Cobrmohi, {roddy coose), 116

Cabcatputa (Caturasra), Tala, 54

Candra (Moon-god). 132, 137.

Capals, 109

Capali {fr5), 129, 138,

Cipaputa (Iryasra), Tala, $4

Cin, 190

Caru {milk-porndge), 197

Carudatia, 158

Caturasta Dupadi, 134

Caturasra, 1, of Dhr 105, 107, 134,
153, a1 of Ovenzha, 78.

Caturasra Nivrita,

Caturasra Talz 54, 57

Caturasra-vivordhud Jau, 133

Catorthakarn, 189

Catusha, 192

Catechala Tala, 58

Catuspadd songs, $0-94, 103, 105

Ceylon tradrtion 204

Chandala, (Chediala?), 92,

Chants (Gsarfz), 1 Sanskrit prose,
€5, €6, 67.

Chaplam, {purohite) 211,

Charocter-types, 29, 147, 200, 201,
203

Chedyaka songs, 92.

Chmsa Prak. (in drum), 166, 185.

Chinnaviddha Prak (o drum), 166.
185

Cyy, 66

Gitra Pral, (in drum) 166,

Citralebha Pr2l (in dreen, 166, 188

Citra Ving, 45, 162

Citra ‘Vriti, 42, 43, 46, 156

Class-dance, 184, 189,

Clouds and drums, 198,
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Conch-shell, 2.

Conclusiop, (mnehapa), 156

Conformity (s@mpa), 178

Cencubines (royal), 204, 205.

Consonant (seymady), notes, 6, 5, 6

Constant (arsa), note,

Centribution 10 she History of
Hindu Drama, 2320

Ceomaraswamy. A K. 17

Courtiars (sabkdstara), 212

Covered instruments (drum), 18, 16

Cow’s-tail (gopuccha), Yau, 104

Cran=, 148.

Crseper, 148.

Crow, 148.

Crowp-maker, 225, 228

Cuckoo, 148,

Culiki, 152,

Current-like (srotogara) Yat, 104,

Ciita (manga), 13

Cyavana, 230

Cymbals, 2.

Curtain, tossinz of, 190.

Duautyas, 11, 66, §2, 147, 181, 192
214

Daklani {a kind of drumy), 163.

Dakea, 137,

Duksinz (a kind of drum), 167, 176.
180, 181, 185

Daksind (fe€), 197, 198.

Diksina Vrtti, 42, 43, 156

Dakyina Marea, 42, 43, 62, 68, 69.
85, 91,

Dimodara, 3.

Darcers, 206, 207.

Dandahasts, 199,

Daniélon, A. 9, IS

Dardara, 18, 161, 163. 185,187, 195.
193, 200.

Dozrdara, (2 kind of drum) 2, 161.
163, 166, 179, 172-174, 181.

Dirdorika, 2.

573

Datula, 21, 22, 23, 5, 35, 36, 75, 79
237.
Dawsarika (courticr), 33, 36,
Deha, 63
Deliezte typs of preducton, 219
Desadapetartipd Jit (i drum), 165,
179.
D:sanurpi Jit (i drum), 165, 179
Descendinz (marofif), Alamlaras, 33
” » notes
’ Varnas, 31, 32
Dest git, 26
Devadise, 21, as actress, 218
Development (garbha), 156
Devimihitmya, 24
Devi-sikta, 24
Dima, 198, 220
Dindima (a kind of drum), 18, 164
Dipta, 117
Drreetor (sitrdkara), 34, 221, 225,
226, 231, 234
D ssonaet (vnidi), notes, 6, 3, 6
Dustribation of rolss, 30-32, 214
Dhanati Jatr, 13, 25,
Phim, w Ubopyaka, 79, in str
instr. I3 40
Dhanmya, 230.
Dhrnyva, 230,
Dhruva {audible Tala), 57, 58, 189.
Dhnna scngs. 10, 39, 45, 1068,
" Addutz, 93, 106, 133, 145, 146,
155,
™ Aksepiii, 11, 09, 121, 135, 193,
194.
" Antard, 107, 135, 136, 144,
15, 183, 194
" Apa (Ava) kryta, 93, 108, 109,
133, 145, 146, 148
”  Agplaation of Dhr 146.
Aspects of, 143,
Avasiniki, 107, 103 : metres
of, 107
" Caturased, 93, 106, 107, 134,
153.

209
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Class of, 10, 143
Contents of, 11, 147
' Drums in, 182,
" Druta, 10 ,135
Five causes of, 143,
" Five hmbg of, 106
" Khamaka, 94, 99, 162, 107,
141, 146, 153, 193, 194
> Languages of, 11, 13, i4, 151
" Matching movement of charac
ters, 150
" Measure of, 143
Metres of 11, 13, 150, 162, 163
¥ Name of, 143
' Nawxkrimuhy, 10, 13, 41, 163
148, 162, 155, 194
"™ Occastons, 153 147, 149, 150
153,154
Prasadihi 11,135, 136,144 146,
151, 162, 185, 1193, 194,
? Prveila, 11, 13, 14, 106,
109, 121, 135, 143, 146, 148
152, 183, 193
" Smmles, m, H, 14
Sentiments 1n, 144, 145
Sireaka, 93, 134, 135, 145
" Six kmnds of, 145
* Sthui, 0o, 107, 103, 136 1632,
192
" Suegesubiity of, 14
" Sumtabls tme for, 149
" Talas 1, 105
" Three classes, 108
Tempo {Laya), m,
Tryasra, 93, 134, 153, 154
Uddhata, 145, 155
" Varety of, 143
* Vastn of, 147
" Vilambita. 93, 95 145, 146,
152, 155
”  Vipafici 1, 45
Dhvapni, 140
Donan mode 7
Dramatic production and music, 2

THE NATYASASTRA

Drdha Prak. (in drum), 166, 186

Drummers, 195, 199.

Drummine, 20, 20, 182, 189.

Drums, 193, 196

Druta-capala, 173

Drutapadogh, 126.

Drutapddagati, 129

Dundubhr (a2 hind of drumy, 78, 162

Durga Pral (n drum), 166, 186

Durgi, 24

Durgasali, 26, 27.

Dunasas, 230

Drugkarakarani Jiti n drum), 166,
179, 180, 181.

Dhikala Tdla, 58, 60,

Dvipadi, 134

Dumiidhaka, 95, 102

Dycrs (reyaka), 29 226, 238

‘E’ addad to Alamlaras, 38

Edgerton, 35

Ekaka, (Lmb of a song), m Ohe
naka, 88, m Pracchedaka 101,
m Rosvindaka, 89, m Ullopyaka,
87; 1 Vastu, 7577 79

Elakala Tala, 60

Eladhanvin, 230

Ekaripa satr (n drum) 166, 179
” Prak (m drum), 186

Ekavasani Catugpadi, 95.

Elephants, 148, 149

Ehzabethan theatrical
227

Energetic types of productions, 220

Entrance (praveid), m Tana, 12.

Fatry of characters, 216

Errand-girds (pregana-cartha)
207

Etymologies, 236

European music, tempo of, 42

Evam vadya Jau {in drum), 166,
179, 181

Esen (sand), Yau, 104

companies,

204
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Evolution of Ancient Indian Law,
23

Faugued persons, roles of, 215

Faults of singers, 158.

Female characters, 204-208

Femalz singers, 157,

Fernale jnmates of the royal harem,
204

Fingers n playing flutes, 51.

Flates, 17, 2, 3; Alamkaras of, 51,
notss of, I7, 18 scales, 51, Srutis
m, 18, 50; Vamas in, 51

Gilava, 230

Gamgi, See Ganga.

Gamma (Greek music), 6

Gindhara Grima, 7, 20, 6

Gindharg, 15, 25, 101; m Tnmad-
haka, 101.

Gandhirodicyava Jiu, 15, 16, 25.

Gindharapaficami Jau, 15, 16, 27.

Gandharva, 5, 3, 5, 40, 108, 148, 148,
160, 161.

Gandharvas, 5, 3, 181, 197.

Ganga, 66, §2.

Garland-makers, 225, 228

Gata (in drom), 177, 182.

Gartavifok3, 120.

Gati-vrtti, 39, 42, 165

Gatravarna, 33, 38, Sce Cira, Vit
Daksina Vrtd and Vrtti (=Var-
tika), proper

Githa, 92, 103, 106, 152,

Gaudi Giti, 26

Gaugtama, 230

Gayatr, 107, 109, 132.

Gestures for showing Tzla, 57.

Geyaka, 96.

Geyapada (2 kind of Lisya), 98

Ghan3 Jati, 43, 44

Ghanapatilty, 113

Ghogaka (a kind of Ving), 162

Gira, 114

575
Gitagovinda, 28
Gitaka, 24
Gutalamkara, 25
Gitasiitrasara 3, 5, 19, 22, 23, 39,
42, 43, 66

G, 15, 26, 39, 42, outside the Dhr,
39

Gomukha Marga, 168, 169, 170.

Gowmukhi (a kind of drum), 181

Gopuechd Yati, see Cow’s tal Yau

Goswami, Kshetra Mohan, 3

Graha (evil spints), 192

Graha in Dhr. 14, 154 ; 10 Jau, 19,
1 flutes, 51

Graha Marga, 42, 43, 169, 183,

Grima, 6-8, 21, 24, 6, 7

Gramageya gana, 24

Greeh mudes, 7

Gnerson, George A 26

Grosset, J 4

Guhyakas, 131

Gupta dynasty, 25

Guru, 112,

Gurulagha-sameaya, Samyoga, 177

Gurusameaya Samyoga, 177,

Gutula-Yitaka, §

Haladharp (Balarama), 138

Half-open notas (in flutes), S0

Half-Sansknit, 14, 35, 15t

Hamsisya (bus), 141,

Handstrokes (n drum), 167.

Hara see $wa, Isina, Rudra,
Saukara.

Haraprasad Shastrd, 32

Harina$vd Ma. 8, 10

Hasita, 33, 38

Hasta (upahasia), 298.

Hasta-pinutraya (uphasta), 198, 199

Hathizumpha inscription, 5§

Herees, 29, 191, 193

Heroines, 29, 203, 204, 225

Heptatonic (parnd) Mirechani, 10
" Jati, 15, 17, 18
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Hexatome (sidma), Mirchari, 10
* Tana, 11, 12

Hexatome (sddava), treatment, 9, 23

High-patch mewement (taragafi), 21

Hindu Law and Custams, 213

Hindn Music Jrom Varius
Arnthors, 1

Hindu Musical Seale, 8.

Hollow ("Wind) mnstruments, 17
50, Smus 1, 50

Hrada, 47

Hradamina, 33, 37

Hri, 110

Hrpyaka, M2 8, 10

Humkira, 33, 3§

thimrea, 220

Impertance of Musical nstruments,
1

Indman concepiton of music, 5 6

Induas culrural hastory i the NS
35, 36

Indra, see S2hra and Pikasisana

Indus pzople, 101

Impersonation on the stage
216, 217

Tmportance of women, i theatre
33

Improvisation 1n song, 4

Inmates of the royal harem, 204

Instrumental music, 14 2, 153

Instruments, four }inds, 1.

Intercalary notes, 9

Internal notes of (Srutis) 7

Intonation (A@Aw), 13

Tonan mode, 7.

Is3na, 26

37

13

Jagati, 109, 121, 131
Jala, 114

Jamdagoi, 230
Jamadagnya, 230
Jatakas, 5§

THE NATYASASTRA

Jau, in drom, 19, 163, 165, 178.
186, 187, 208; in vocal music, in
9, 10, m general, 9, 140 21 in
Madhyama Grima, 9, 15, 17; in
Sadja Grima, 9, 15, 17; and
Sentiments, 9, 29: Ten charac-
tersstics. of, 18, 24 of instr. mu-
sic, 16, 17, 43

Jarjara-§lcka, 234

Joya, 112

Jayadenva, 28

Jester (vediigala), 203, 224-226

Jhallari {@ hind of drum), 162

Jhankara. 93,

Jolly, J 213

Jomes, Wilkam 1, 2, 3

Judges (pradinaka), 210, 212

Kacchap? {3 hand of Vind), 162

Kawsiki, Jauw, 15, 16, 28, 1 Pracche-
dala, 101

Kikal, octe, 13, 14, 45,, m fletes
50

Kdikalmsida, 13.

Kik (defect of sorce), 160

Kal<a, (in drum), 196,

Kala (@ hand of Vyafijama Dhiw).
41.

Kala, 42. 53. in As@rita, 62, 63;
three hinds, 54

Kaildasa, 3, 31, 66, 94, 176, 208,
235

Kallintha, 24, 5, 6, 19, S0, 19, 24,
57, 69, 70, 76, 80, 81, 83, £5

Kalopapati Ma 8, 10

Kamalalecani, 131

Kamalamuhhi, 112

Kamandakiva Ninsara, 210

Kiouni, 116

Kampita, 32, 35.

Kanaklataksipti, 126

Kaficukiya (Kagculiya), 192, 209
215 .

Kandila, 71, 72
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Kanigthika Greha, (n drum), 108,

Kam3, 114.

Kanva, 230.

Kapila (kaphala?, a defect of voice),
160.

Karana Dhite, 40, 4t, 44,

Karana (in drommirg), 19, 163, 165,
171-173, 189, 199 in Vipaiici, 44

Korapinobandha iz drum), 174

Karavira, 197.

Kertand (¢pahasta), 198

Karmiravi Alamlira
" Jan, 15, 16, 28,
” Marang, 166, 175, 176

Kigthi, 53.

Kasyapa, 230, 236.

Kautilys, 209, 215

Kesavz, (Vignu), 183,

Ketumati, 140,

Keynote, 10, 19.

Khafijaka, Dhr. 94, 99, 102, 107,
141, 146, 154, 193, 194.

Khafija-Natkuta, 100, 154.

King’s characteristics, 211.

persomation, 33, 214, 220, 221

Kirtan, &, 166

Kithara (Greek musical instr), 45

Kohala, 21, 8. 236, 237.

Kohala-rahasya, 21,

Komisarjevsky, Th. 222,

Krama, 33. 37.

Krata, 250.

Kraviiea, 148,

Krauiica, (2 metre), 136

Krtoddhats, 128.

Krtapratibrta, (harana of Vipaici),
44, 45.

Ernavrana, 230.

Esiptaka, 124

Esfrasvami 55

Kuohara, 32, 35

Kulaka, song, 92.

Kwmnaradrikrta, 36, 210

Rumaradhyelsa, 210

w
<
-~

Kuravaha (a fower), 13
Kusa, 230

Kusilava, 225, 228.
Kusumasamuditd, 128
Kusumavati, 117.

Laghugati Aticapald, 130.
Laghusameaya Samyoga, 177
Lalita Jatr, 43

" metre, 120
Lalitagaty, 118
Lalitagati (bis), 125
Language, 35,

Lasya (a kued of ballet), 976 102,

189.

Laya (tempo), 42, 165

" and Marga, 103

” Yati, I75.

” three kunds, 24, 103, 165, 175.
Llayantanta (songs) cbaracteristics,

of, 61. 63, 72.

" ™ Tilas m, 61, 64, T2
Leadars of army (serapati), 211
Lévy. Sylvain, 33, 209.

Liakrta (bakirgita), 46, 49; and

Asarita, 49.

Limbs of all songs, 107.

Listensrs of music, 189

Literaterz on ancient Induan music
20f.

Locality (desad. 117.

Locana Kavi, 24, 27

Locitd, 197.

Low pitch (mandrageti) movement,

21.

Lydian mods, 7.

Madakalita, 130
Madana (Kima), 67, 82.
Madhukarik3, 116,
Madhukarasadr$i, 19
Madhyaka (an kind of drum),

170
Madhy 3, 109. -
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Madhyama Grama, 6, 8, 6, 7, 9
Madhyam Jau, 15, 26, 152.
Madhyamoaicyava, Jad, 15, 16, 27.
Madraka songs, 34, 75-77, 80, 82, 83,
91, 92, 108.
* thar sumfanty  wath
Ovenala, 77
Maigadhi Cotugpad3, 95
Mdgadhi Gits, 39, 43, 156
Migadhi Proknt, 1511 224,
Mahicin, 190
Mahagramani, 197
Mah3ajaniha, (o 1

of Ullopyahka)
78. 79, 86, 87
* (a1 of Dhr). 106, 107
Mah3sena, 204
Mahattar1, 204,
Malgivasru, 151,
Mazids 1n constant attendance
(anucarihd), 204, 207
movemen (Saiicarihi),
same
of special work (parr-
carrha) same
Matreya, 158.
Mokaraka.irsz, 113
Makers of crowns, 29
”  garlands,
ornaments, 225
Makiog drums, 29
Malz, 124, 152,
Mailakita, 125
Malatimadhava, 119,
Malavikagrumiira, 66, 94, 176, 208.
Male singer, 157.
Mglnd, 113
Manigana-nikarakrta, 127,
Mandra, 9, 35
Mandratiraprasangoa, 33, 35
Manoifiagamani, 125
mansrin, 210.
Mapu, 160, 230
Mardala (a kind of drum), 163,
Mirgas, four in drum, 19, 165, 168,

» »

»
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170, 181, 185, 193, 200
Margas i Laya, 103
* 1 Vardhamina, 12.
" and Vriu, 39.
' m Yau, 104
Margss (Graba Marga), 43, 54, 103
Marginura, 76
Mirgisirta in Geyzapada, 98
* Karanas m, 49.
" Varnas 1w, 149.
Margavt Mu 8, 10
Mairand, m drem 19, 163-166, 175
177, 199, 200
Mirkandeya, 230.
Miarkardeyapurana, 24, 26
Masaghdta, (@ 1. of Dhr), 106, 107.
. (a1 of Oventla, 78, 88
Matauga, 26, 27, 5, 6, 9, 11, 19,
23, 24, 31, 52,
Miud, 53, 156, m Madraba, 80
Matsaminta, 7, 9.
Mattakridi-vidyumals, 142
Miya, 8%
Mayuri Marjani, 166, 176,
Measure of Dhr. 152, 153
Medbauthy, 230
Meghadiita, 53.
Melodic movement, I5
Melody-types, 15.
Memorizl verses, 236
Metres ¢f Dhr 35 152, 153.
Mrror of Mrsie, 4, 5, 6, 9, 18, 19
Mixed Alambiras, 33.
MuwxoJydian mode, 7.
Modes of Greek music, 7.
* Westzrn music, 4
Modified (1iketa) J3u, 15, 16.
150.
Monotonic Alambdras, 333
nas, 32,
Movement (samedra), of noles, 22,
23,
Mrechakapha, 3, 158, 160, 201.
Mrdanga (a kind of drom), 13, 161-

Var-
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163, 165-168, 180-182, 185, 186,
195200

Mrdanga-panavi Jau (o drum),
166, 179

Muny, 131

Mudua, 117

Mukhacapala, 124

Mukha 1 Asimta, 63: 1n Dhr 106
107, 109, 184 in Dwvimiidhaka,
102; 10 Ullopyaka, 91; i Uttara,
90, 91; in Samharana, 79.

Muraja (2 knd of drumy), 168, 186,
187, 197.

Murcchani, S, 7, 2/, 25, 5, 10, 11,

187

four classes of, 8, 10

mm Gandhira Grima, 9.

in Madhyama Grima, 9, 10
" 1 Sadja Grama, 7, 9, 1

Mairechanilzmizra, 32

Musical 1nstruments, 1

Music embellishes drama, 2.

Musical Modes of Hmndoos, |

Musicians, seating of, 187, 225, 226

Music of haman throat, 4

Nadi, 119.

Niga (serpent), 87, 158, 1851

Nahuga, 234,236

Nargadi, Jau, 28

Nai-kraimiki Dhruva, see Dhr

Nahai, 115

Nalni, (brs), 119

Nandayanti Jiu 15, 27

Nindi (Prehnunarls), 190

Nandikesvama, 25

Napoleon, 221

Narada, 20, 27, 6, 106, 161, 230,

236

Nadedina sth=a 20, 9

Nata, 225, 229,

Natahas, prominemt pomts of, 29,
198, 209, 219

Niwkiya, 205, 210

579

Natural mpersonation, 27

Natya, 3.

Napyasarra, date of 23

Natyaveda, 230, 253

Nilakantha, 213

Nilatoya, 115

MNimesa (fracton of time), 3

Niratita, 41

Nimunda or, Aupasthiyika
mrmunda, 210

Niryukia (songs), 92, 93

Nirvahana, 99, 100

Nirvartita, 185

Nisidavati, (sce Naigid)

Niskrama (silent Tila), 57, 58, 93
143, 194,

Niskrama, (departure), 143

Niskotua, 41, 42

Nigkupta, 33, 35, 37

Nsthytn, 230

Nivrtta m Ullopyaka, 86, 86, m
Vrttr Marga, 85

Nrvrttyankura Stica, 151

Niyatiksara Catuspada, 95

Notes (svara), 6, 5 7, m Ardha-
magadhi 1n Karmaravt and
Mzyiid Migani, 176, nual m
Mucchanis, 10, two bases of, 4.

Ny&sa (tzrminal nete), 9, 10, 23,

75, 76

” m Jati, 9, 10, 15, 23.

Nyasopanyasa, 178.

‘0" added 10 Alamharas, 38

Ogha (mode of playing Vind), 44
" a karana of Vipafici, 44, 45

v drum 174, 177, 182, 184

QOjas, 63

Old dames 1n the roya! harem, 204
208

Opening of a drama (mukin), 156

Orchestra, 1, 2, 1, 187.

Ordmary wirves of a kg, 204, 205

Ornamental voczlization, 15
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Onverlapping Notes and Jau, 13,
155
1 flutes, 51,
79, 88
Ovenaka (a dand of songs), 34, 77-
79, 83
" limbs of, 78

» »

Pida, a limb of Ovenaka 78

Pidabhiga, 8082, 84

Padaniryukta songs, 92

Padmavati, 205

Pikhod; (a hand of drum), 126, 177,

Panava (2 lund of drum), 2, 16} 163,
165, 166, 170-173, 181, 185, 193,
198, 200

Paficami Jau, 15, 27

Paficapini Tala, 55

Pimk3, (2 hand of songs), 92, 103,

Pim, 165
106, 152,

Pammya sikgd 20

Pamiprahata, five, 19, 165,

Paunku, 109, 115, 133

Parasite (vita), 223

Parputer, 24

Panicchiona (in drom), 193

Panghattanay  (balurgita) 46 49,,
Karanas 1, 49

Pangmtika, 106

Panhara, 196

Pansria (short Asinta), see Asanta

Panksipta Pralira (in drum), 1668
186

Parivarta, Panvartala, 33, 37, §3,
87,99, 153,154

Parivarta (repetition) 184

Pargm sammat3d Jit, (in drum) 166,
179, 180

Parnnodera, 21 2%

Parsyapant, 167

Passion (held) in Pracchedala, 100;
1 Uttamottamaka, 102

Parvata, 230

Parvat, 94

THE NATY ASASTRA

Pasupata, 192

Pandya Jau (m drum), 166, 179

Panyasts J3u (o drum), 166, 179,
180

Patn, 58

Pajaha (2 kmnd of drum),

Putakals, 8B,

Patafijali, 20

Pause (virdma), 156

Puyasa, (mulk-perndge), 197

Pentatonue (g idenva), Jats, 9, 15, 17
Marechana, 10, Tana, 11, 12

Pentatonie (andma), treamment, 23

Porsonauon, principles of, 32, 33
216, 217

Phnyman mode, 7.

Pindibandha, 62. i long Asanta,

63

Piycala, 198

Pisacas, 181

Plastening  (vilepany), of drum fa
ces, 19, 165

Puaywnebt (napakeg), 30, 225, 226

Prabhivan 125

Pracaras of drums, 19, 165. 169,
180

Pracchedala (a hind of Lisya), 98-
100, and Kasiki Jau, 101

Prode$im Groha, 156

Pradinah (Judge), 212

Praharas, (stroks in drum), 165, 166

Pra,fininanda Swami, 25

Prakaranas of drums, 165, 187, 188,
193

Pralaras 1 drums, 19, 165, 185

Prakan, 102, 198, 219

Prakaéia, 117

Prahari songs, 34, 77, 87, 102

Prakan Tala of Vastn, 87

Prakirnala senges, 103

Pralmt, in Dhr 35, 151

Pralk rtaruiasana, 224

Prakriakalpatarn, 224

Prakrty (Prakari) m Uttara, 91

Pramathas, 67.
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Pramita, 120

Pramitaksara, 140

Pramoda, 142

Prasada, 33, 35

Prasadik: Dhr 135 136, 144, 146
151, 133, 183, 193, 194

Prasannady, 32, 33, 35

Prsann3dyanta, 32, 33, 35

Prasaonfinta, 32, 33, 35

Prastara (2 1. of Dhr), 106 107

Prasvana, 33, 35

Pratibheda, a Karana of Vipafia
4, 45

Prathan (usher), 204, 208

Pratima natake 227

Pratmardana, 230

Pratimukbha iz Arambha 63, 1o
Asanta 46, n Asrivana 46, m
Drvmudhaka 102, wm Dhr 106,
107 ; 1 Samharana, 79, 1n Uttara,
90

Pratié3iha, 1 Aparantala, 85, m
Ullopyaka, 79 86: 1 Uttara, 90,
m Vakuapin, 43

Pratstha, 109, 111, 132

Pratistisha hamna (o drum), 173,

192

’ of Vipaiici, 44, 4>

Pratyahara‘bafurgita), 183

Praveni, (a1 of Dbr 106 1 7, al
of Oh.mika, 78, §9

Pravesaba (sdlent Tala) 57 38

PravediMi Dhr 106 109, 119, 121
135 143 1446, 198, 152, 183

” » 193 limbs of, 106

Pravrtta, 76 78, 87.2 1 of Pr Dhr
106, a1 o1 Catuspada 96,97,a 1
of mvrtia

Prtyupchana 1n Madraka, 80, 83, 1n
Rovindala 89, 1 Catwped3 96,
57

Prelimimanes (pinaranga), 190, 231,
233

Prelid: (baturgitay, 17

Prentholna, 32, 33, 35

Pre Vedic religion, 239

Princes, wardens of 210 212

Priyadarsiha, 220

Problems of Hindustgms Music 2

Production of plays, 2

Procression (pratimukha) 156

Prihola Gits, 39, 43 156

Pulaha, 230

Pulastya, 230

Pure Jius 15. aspects of, 165

Purodhas (Chaplaig), 210 "1

Pururavas, 235

Purusottamadeva 224

Purveranca, 153

Pusharas (Jrums) 163 16571

Pushanid 197

Puspa, 41, 42

Puspacandiki (2 hind of Lasya) 93
100

Puspasamrddha 128 137

Puspivaria, 196

Posyamutra 35 209

Puta 152

Putavrtta, 152.

Qualities of a dsaple, 159, of a
player of wmstr 157 of a surer
157, of tho voxe, 159

Riddhaeati Samyoga, 17>

Raga and Racim 9 15 27 28 14
23, 58. 29 187

Ragataraagiy 24 27

Rahu, H9

Rarbhya, 230

Rayani 111

Rajani Mi 7

Raksasa M 147, 158 181, 192 214,
220

Raktarandhan Jati 16 26

Rima, 2285 270

Rambha 218

Raoyd 114

Raoradwara, 154 190

Rad ta, 125
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Ran, 125
Rathoddhat, 139
Recaka, absence 1y Smndhavala,
101
Recutd 32, 36
Reduction, (alpona), 9, 22,
Regular note (vidhusiara) 4
Repha, 41, 42
Reblula 158
Ribhita, 41, 43, 47
Rgveda, 25, 87, 924 103, 106, 152
RL, see Reoveda
Rohana, 196
Rohuni, 137
Roles, distnbution of 214
Rovindaka, Tiala of us Vasw, 75
77, 78, 89, 91
" sumlanty wath Ustara, 90, 91
Rov, Hemendra Lal, 2
Ruciramukhr 123
Rucicamukht (bis), 129
Rucirant, 119
Rudra($na), 62, mented Tindava,
62
Rudradaman 210
Rudradamara sittra vnarana 25
Rupa, a Karana of drums, 174, of
Vipaiici, 44
Rupage<a, a Karana of drum, 179,
of Vipafiar, 44, 45

Sabhdstera 36, 210, 212

Sicikrta Prakar2, (o drum), 166,
186

Sacna, 210

Sadhirani Gitt, 26

Sadja Grimy 6 6 7. 8

Sadp Jav, 15,24 ‘\

Sadjakaréiky, Jaty LS. 163"’5
Sadjamadhyam3 ]Z{tl/ﬁg 186, “
Sadjodicyavali, J
Samdhavakd '9 10]

Sakas, 223

Sakdra "“J" CZZ‘ 224

Saldn PM ("‘

Y
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Sakitmala 31
S$alha in Aparintaka, 79, 85, m
Ovenaka, €8, 1n Ullomata, 79,
n Uttara, 79, 80, 92; 1o Uttamo-
itamaka, 102
§ikya, 192
Sala (a term of above), 223
Salabhas1calid, 127
Sama, 32, 33, 35, 43, 153, 166
Samaksarapada Catu~pada, 95
Samalekha (Samullelha} Prakara
166, 186
Samahasta (upahasta), 198, 199
Sama Pani, 46 104, 121, 1777, 186,
193
Samapinprahata, 167
Sama Pracarz, 169, 180
Sama Prakira, 185
Sama-vAdita (in drum), 170, 171
Samavalira, 220
Sama varna lzmhara, 32 33
Samaveda, 59,, Suma chants, 98,
106
Samavigama Pracara, 196 170, 173
Sama Yau, 121, 175
Sambhaviti Gin, 39, 43, 156
Sambhrind, 131, 137
Samcara (bresk) m Lisya, 103
Sameata, 69, T2
Samgita darpana 4, See Narror of
Music
Samgita makaranda, 27
Samgitasan masara 28
Samgiteramakare 28, 6, ¢ 10, 11,
14-24, 31, 34, 39 60, 63, 65, 66, 68-
76 20 381, 85 8% 9192, 0103,
104, 157 159, 162.165
Samgutasara, 3
Samgitasgrasameraba 3
Samphitya, 40
Samghotand  (bahirgita), 46
Warnas 1n 48
rana (release), a2 1 of Asdnta,
§8; of Dhr, 1063 of Orenla,
m Prakari, 88

48,
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Samhira, see Smharana

Samharya :n Ullopyaka, 86

Smnyisa, 24, 77.

Sipparkegtaka, 56.

Sampistaka, a 1. of Dhr. 106, of
Ovenaka, 78, 88; 1n Uktapratyu-
kta 102

Samplava Jan, (in drum), 166, 179,
182

Sampradana 33, 38.

Samramwbha Jit (i drum), 166, 179,
180

Samsarana (in drum), 194.

Samudga, a kund of Vivadha, 76

Samullekha Pralara, (n drum), 185,
186.

Samvidita (i drum), 170,

Samvahaka, 201.

Samvarta, 230.

Samya (audible), Tala, 57, 58

Samyoga (m drum), 19, 177

Sandhi, o 1 of Dhr. 106, 107,, of
Ovenaka, 78, 88, 89.

Sandhipracchadama, 33, 38

$andilya, 230

Sankara (Swva), 196, 232,

Savkaricirya, 217.

Sankukarna, 197

Sankuliksa, 230.

Sanmipata Graha in Dhr 108.

Sanmpdta (audible), Tala, 57, 58

Sannrpatinarana, 97.

Sansknit in Dhr 14, 35, 151

Sansknt Drama, 151

Santi mites, 198

Sirdiila, 25, 25

Sirngadeva, 3, 21, 27, 39, 40, 42, 92,
104

Sarvasamavaya-pracifa, (in drum),
166, 189

Sanananda, 23

Sadirekha, 126

Satapatha-Brakmana, 5.

Satpitiputraka, 55

Sattva, 227.
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Sattvika States of gods, 152
Sauraseni Pkt, 151
Saugthava, 158, 219
Sauvid Mi 8, 10
Savya, Savyaka, (a kind of drum),
170.
Sayydgata Samyoga, 175
Secretanes (sacwva), 212, 215
Segments (sandhi), 156
Sen, Kshitimohan, 27
Sen Gupta, N C 23
Sentiments 2901, 156, 170, 179, 180,
192, 193, 220, 225
and Jit, 29ff, :n Tnmiidhaka,
101
Seven old types of song, 34, 77, 80,
91-93, 103
Shakespertan stage, 217, 219
Swddhas, 148
Siddin, 193
Siddligrabana, 193.
Sikha, 113,
Silent Tala, 57.
Sumhakranta, 127
Sndl dwaleet m Samdhavaka, 101.
Singabhipila, 9,11, 14, 19-21, 24,
3
Singer, male asd female, 158
Sirgaka, 77,-78, 80, 93, 136, 156,
183; i Aparintaka, 85, m Asi-
napathya 992; m Dwimiidhaka,
102; a 1. of of Dhr 93, 106, 134,
135 in Madraka, 81, in Pracc-
hedaka, 102 ; 1n the Preluminanes,
1n Puspapagandikdi, 100; mm Ro-
windaka, 90: in Uktapratyukta,
102; in Uttamottamaka; a 1 of
Ovenaka, 78
Sitar, a Persian instr 45
&va, 62, 67, 81, 188 I"5¢c 2% Ru-
dra, $ankamHarx [$ina.
* and Paveati, 6.7
Shhalita-vibhrami, “173
Skhalti, 138, «
Snitaka, 209.

St T
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Slaves, branding of, 215.

Some$vara, 23.

Sonunt (va), notes, 6, S, 19.

Songs it Puspagandiba; of four
classes, 206 of seven types, 80,
suited to character types, usa®
of, 147

$rotnya, 192, 215,

Srotogata at, 175,

Srutts (musteal ntervals of the), 6,
5, 6, determination 10 Qutes, 50 ;-
51 in Madhyama Grama, 7, 9.
$adja Gruma, 7, 8,

Sthawiras, 204

Sthiyr Varna, 121,

Sthayini, fordinary wife of the lang),
204, 205

Sthita, a bind of Dhr 106, 107, 109.
130, 152

Sthita Laya. 165, 175

Sthia, 2 kand of Ulloyaka, 78

Sthita-pathya (2 hand of Lasya),
98, 99

Sthitapravrtia Catuspadi, 94

Sthilakga, 230

Sthulagirgd 230

Smrangways, F 4, 6. 19, 51

Stringed jnstr, 14

Strokes of Drum, I9

Stylz of Proceeding an instr, 45, 54

Subhadra, 116

Stenvedha, 185

Suddhad Jan, (n drom), 166, 179

Suddka Gin, 26

$odras, 233

Suklapaksa, 196

Sullapaksa,

Sukramity, 123

Sukumara, 123

Sonanda, a 1 of Vardhanmana, 691
72,

Supratigtha, 93, 121, 132,

Stradayna, 127.

Straseni Prakst, 151

Suruciraeittd, 126

THE NATYASASTRA

Suéarman, 230.

Susha Asanta, 98

Styles of Procedure an mstr. 17, 425
i Samghofanz, 43

Supratigthi, 132,

Su\ipa(valhria Dhr 190

Sugha-kmyzes, 93

Susruta, 236,

Sitradhira, see Durector

Svamug, 204, 205.

Svapm gsas adand, 204

Svaralamkana, 32,

Svastika, 196

Svasmicana, 197

Svartipa 136

Svartipanugata Prak, in drum)
166, 186

Svan, 2/, 161, 198, 236

$yeni, 130

206

Tagore, Sourtndra Mohan, 2, 3.

Tala, 3, and Grahas of Dhr. I4.
1 Asranand, 46, audible, (Tala),
57, 58; distinpurshas szven types
of songs, importance of, two Linds
of, 54; tweaty aspects of, 12
4: and Vasiy, 5

Talalakgana, 21.

Tana, 21, 22, 25, 1113, and Mar-
cchand, 13: tno ways of, 12
Tindava created by Bhitas, 62, 189

Tanumadhya, 113

Taspuri, 13, 162,

Tara(hich pitch), 9, 35; Fat.

Tiratara, 35

Tiramandra-prasanny, 33, 35

Tanjani, Graha, 154

Tap, 110.

Tattva, a mode of playing V’nn.
444 of drum, 117,

Taunpa, 226.

Tempo, thres Linds, 54; in ten
kinds of play, 182

Theatrical troupes, 23
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Tilzka (fower), I3.

Time-measure, (T3la), 53,

Totaka, 100, 121.

Traositonal nete J(anlara-siara),
13, 14

Treatise ort the Music of Hmdostan,
]

Tnmiidhaka, (a2 kind of Lasya), 98,
101, and Gandhar Jai, 101

Tustop, 131, 133.

Topura, destroyer of, 67.

Triama, 187, 188

Tryasra Dhr 134, 153-154

Teyasra Tala, 54

Tuk, 66.

‘Tumbaki, (nasalmzmg), 159,

Tambuwru, 23, 24.

Types of character, 29

Typical Srutis, 7.
” Theatrcal troups, 29.

Uccava, 42.

Uccitika, 164, 179

Uddhatz Dhr, 145, 155

Udaxyana, 204,

Udgati, 139

Udghatiaka Tala. 565 59 in Utlo
pvakz, 87.

Udghattita, 33, 37

Udvahita, 33, 37

Ukta-pratyekta, (2 Lind of Lasya)
98, 102.

Ulloyaka, 75, 78-79, 86, 90; Imbs
of, 78,

Unision ¢f Human throat, Vind and
fluts, 51

Unmr<ta, 41, 42.

Upalolika, 37

Upepita, 2 1 of Dhr, 10752 1. of
Cvenaka, 78

Upavarta, a L of Dhr. 106

Upenpint Graha-mirga, 45
» 4 ada aF Vied plavme 46
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Upavahana (Oserture), 184, in Apa-
rantaka, 85; 1n Asanta, 65, 91;
m Uttara, 91 , 10 Madraka, 80, 83,

Upavartana, 85, m Ullopyaka, 87,
Apardntaka 85, m Ovenka, 78,
88, 89

Upanpim Grahamarga, 44, 45, 104,
173, 175, 178, 184, 193

Upohana sze also Upavahana, 70,
71, 80, 83, 84, 1n Aparintaka, 85,
m Geyapada, 99 13 Prakan, 85,
1n Rovindaka 89, 90, of Samgata,
70, of Sunanda, 70; of Sumukhf,

70, of Visala, 70

Uragas, 158

Ordhavaka (a kind of drmm), 162,
167, 168 170, 176, 183, 188, 189,
195, 198

Urvadi, 218, 235

Uses of musical imnstr 158

Utkarga, 7

Usuik, 132,

Utsangika (a kind of drym), 167, 168

Uttamottamaka, a kind of Lisya, 98
102

Uttara, a kand of song, 77, 90.-94.

Utrardyats M3 7, 9.

Uttara Tadla, 3,

Uttaramandrd Mg, 7, 9

Vaibayasika, 79, 86, 106, 107

Vaisravana, 161,

Vajra, a 1. of Dhr 106; in Ovenaka,
78, 8%,

Vaya Tala, 88

Vajreksana, 197

Vaktra, 152.

Vaktrapint, (bakurgita), 46, 47.; Ka-
ranas in, Talas and Vamas in,

Vallzlasenz, 27.

Valmiki, 230

Vimaka, (2 kad of drom), 167, 169,
170, 175, 176, 179, 183, 183, 189,
198
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Vamana, 230~

Vamsa (flute), 51,

Vamgapatrapatita, 140

Vardhamina, 60, 62, 63, 69, 73, 103
and Asinta, 63, four hmbs of,
69, three Margas of, 62 ; and Tala,
691fE.

Vardhamini, a metre, 131,

Varnas, 31, 93, 103, 156, and Ala-
mkiras, I5, 31, 38, in flutes. 62,
four hinds of, 31, 32 in stnnged
instr 15

Varnzlamkiras, 32, 34,

Vartana (vprhasia), 198

Virtika Mirga, ste Vriti Marga,
175, i Uttara, 91.

Vasmadarta, 205

Vasigtha, 230

Viaskarana, I8

Vastu, 66, 75; of Prakari, 75, 87,
88; and Tile, 5; m Aparintaka,
84, 1 Ullopyaka, 86

Vasvlaksmi (Vasulacchi), 208

Vitsya, 21.

Vitsyayana, 25

Vayupurina, 25

Vedic mantras, 232.

Vedic Sama-smger, 24

Vibhakta Prak, 166, 185

Vibhasa Giti, 26

Vibhdva (Determinants), 193.

Vibhram3, 122,

Vicitrapada, a Lasyaaga, 58, 102,

Vidir, 5, 75,77, 101; is Trimiid-
haka, 101

Viddha Yat, 175.

Vidyidhara, 180

Vidyunmals, 122,

Vidyudbhrinti, 112.

Vidymjthva, 148

Vighnas, 232.

Viksepa (silemt Tala), 57
Vijaya, 112, <4
Vilambia Dhr. 93 .

Vikramonesna, 3, 207, 21

é. 2?5.
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Vikrantz, 121.
Vilepana, 19, 165.
Vilambitd (&), Dhr.

, Vimal3, 114

Vimala (&is), 115

Vina, 14, 2, 3, 44, 117, 187; diffe.
rent parls of .

Vimalajoli, 118.

Vimal3 (rres), 130

Vinnyasa, 24, 77

Vipaiici, a kind of Ving, 2, 45, Ka-
ranas of, 17 played with plectrum,
17, 2, 183 with nmne or ten sir
2

Vivadha, a Immd of Vastu, 75, 76,
78, 79. 107, a Lmb of songs, in
Ohvenaka, 88, 895 m Praccheda-
ka, 101; in Rovindaka, 3%, 9,
mn Ullopyaka, 79, §7.

Vivartand, a Lind of Qhenaka 78

vidila, a L. of Vardhamana, 19, 70,
72

Vigakhala, 22.

Visama-pracara, 169, 170.

Vishambha J3ti (o doaay, 166, 179

Viloha Jan, 120,

Vignu, 196, 197.

Vignudharmottara, 25

Visvakarmi, 167.

Visvamitra, 230.

Vivanatha, 102

Vidvavasu, 23, 7.

Vistara Dhatw, 40, 43, 46, 47,

Vistaraja, 40

Vistara Marga, 101, 168-170, 179,
181, 190, 193 in Saindhavaka,

Vithi, 111, 193

Vrt/\a. al 65 Vastu, 73, 75.76, 79,

Wocal thusicg6-14.
107

in Uttara, 9L
ca) Mirga (instr. instr).
63, 69, 85, 91, 104; in
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Aparaniaka, 85; in Vardhamind, Women disquabfied to take up a

62. role, 225,
Vyaiijana Dhatu, 440, 41, 43, 47.
Vyasa (smrtd), 212, Yaksas, 148, 158, 192
Vyayoga, 220 Yama, 207.

Yagtika, 26, 27.
Yati (o drem), 19, 24, 42, 43, 104,

Warden of priness, 35, 212 105, 156, 164, 165, 175,
Willard, Capt N. A. 1, 2, 3. Yathaksara Tala,
Winterttitz, M. 226 Yavani, 207

Wind festr, SOF Yogz (Samjosz), 165

Women and dramatic production, Yogis, muaculus powers of, 217,
33, 225, Yuta (Yukta), 215



