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PREIFACE

More than ten years have passed since Volume I of
the translation of the Natyadastra appeared. During this
period anxious cnquiries have repeatedly been made by several
readers about the coming out of Volume I1I. Hence 1 owe
an explanation to them all for this inordinate delay in
completing this work. Apart from other minor reasons,
extremely corrupt nature of an important part of the original,
compelled me to proceed slowly with the translation, and this
volume II, unlike its predecessor, being preceded by the publi-
cation of the Dhasic text, made the progress of the work
slower still.  But I am sure that scholarly readers will be happy
to see the text and the translation together. For this will
give them a facility in studving the Volume IT closely and
critically. It goes without saying that in the presentevolume,
too, 1 had to offer conclusions and interpretations here and
there which for lack of Detter materials could not be made
definitive.  But whatever tentative assertions I have offered,
have been made alter the most careful consideration, with the
expectation that they may be helptul to others working in
this field. It is just possible that their number will appear to
be too many in two chapters of the present volume. But
this has been unavoidable. For, the very complex dramatic-
cum-musical art described in the present work appears to have
become obsolete more than one thousand ‘years ago. The text
of the Natyafistra was handed down not because professional
actors needed it, but hecause it was considered a Veda, ie.,
the Nityaveda, and as such worthy of being saved from
extincetion. Hence the work has somehow heen preserved.
But in the absence of a living tradition, it does not yield a
full view of the complex art. Though future researches
may extend our knowledge of this, it does not scem to be
very much likely that this complex art will ever be fu'ly
explored.  Still we need not be unduly pessimistic in this matter.
HEven if some minor details of this great art still elude our
view, it may be confidently said that the available text of
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the Natyadastra gives us a more or less good general picture
of the Hindu dramatic art as it existed in theory and practice
nearly two milleniums ago. It may be hoped that any careful
reader of this translation (however imperfect it may be) wili
agree with me in this regard.

10th March, 1961, The Translator
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INTRODUCTION
1. THE PRESENT WORK

The Volume II of the Natya$astra (translation) falls into
two parts: (1) Chapters XXVIII-XXXIII which are on music
in its vocal as well as instrumental aspect and (2) Chapters
XXXIV-XXXVI which are on residual matters concerning the
production of plays, and the legendary origin of drama (Natya).
Though the age of the entire work and other relevant matters
have been treated of in the Introduction to the Volume I, the
remaining Chapters require some preliminary notes. Naturally
the Chapters on music are to be taken up first.

1. A Short History of the Study of Indian Music

As in the case of our drama, William Jones was also
the pioneer in studying Indian Music. His article “The Musical
Modes of Hindoos”!, was originally written in 1784 five years
before his translation of the Sakuntala, and it was the first of its
kind. Persons who interested themselves during the half a
century that followed, discussed Indian music more or less in
the lines of Jomes, till an English military officer was attracted
by the beauty of Indian music. Captain N.sAugustus Willard—
for that was the name of the officer—“was known to be a skilful
performer of several imstruments and to have enjoyed local
advantages of observation from his appointment at the court of
the Nawab of Banda”?. This is perhaps the reason why his work

1. Originally published in the Asatik Researches Vol, III and republished
in Sourindra Mohun Tagore’s Hindu Music from various Authors, Calcutta, 1875
(pp. 125-160.)

2. See the review of Willard's work mentioned later, in the Journal of the
Asiatic Society, Vol. XXV, 1834. This review has also been republished in Tagore’s
Hindu Music etc. (pp. 235-239.)
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brought about a new orientation in the study of Indian music,
and to some extent superceded the work of Jones and his
followers. Willard being very cultured, and well-read in his
subject and thoroughly proficient in Hindustani, his mode of
treatment and the depth of insight displayed in his work,
were very remarkable, and according to a specialist, it is the
earliest systematic treatise on Hindustani music® which has not
perhaps yet lost its value. The author’s own summary of the
contents of the work “A Treatise on the Music of Hindoostan”
(Calcutta, 1884)* shows the significant features of his work. But
its special importance lies in putting emphasis on the actual
practice of music apart from whatever is available from the old
Sanskrit texts. William Jones however started his enquiry with
such texts, and hence his discussion, according to Willard, has
been too academic to do justice to the subject.

But in spite of Willard’s emphasis on the practical side while
writing on Indian music, his charges against Jones®, were not
justified. For, not only all discussion on classical Indian music,
should be kept close to the traditional teachings contained in the
texts, but ome should bear in mind that Jones was a pioneer in
the field without the advantage which Willard had in taking up
the' study after half a centiiry during which much was already
written on the subject. If Willard had a positive advantage over
. Jones in having what may be called a first-hand knowledge of
the subject, his conclusions based on data collected from
professionals only, needed checking in the light of old Sanskrit
3:;1;',1 Inwc;rde.r ;o have an historicalﬁview of Indian music such
o explfre ufe lnc lsiJensable. As V\«l.llard stro.ve much me.rely
consideratle mcc:l’ Cl.nporz.try (classwa.l) music, and attained

S $s 1n this, such a view was naturally beyond

hlS. l::en. This is the reason of his strong disapproval of Jomnes'
writing,

—

Visva:éarﬁfmé:::: IL“(J'};QY’S‘A notable Book on Hindustani Music’ in the
; ey, (New Series), Vol. 1. Part 1 July 1935 .
Problems of Hindustan; Music, Calcutta 1937 (pp. 37 fi).J Y # see also Roy's

4. The name of th : T
Strangway's work (MH). ¢ work does mot occur in the bibliography of F,

5, SeesRoy’s Problems, p. 39.
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Notwithstanding Willard’s criticism, Jones’ method did not
long remain in disfavour. About thirtyfive years after he had
written, Kshetra Mohan Goswami discussed (1863) the practice as
well as theory of Indian classical music in his Samgitasira
(Essentials of Music) written in Bengali. This was published
under the patronage of Sourindra Mohan Tagore who himself
compiled some years afterwards (1875) his Samgitasara-sampgraha
which contained extracts (with Knglish translation) from ancient
authors like Sarngadeva® and Damodara’. Considering the
relative scarcity of authentic data in the shape of published -
Sanskrit works on music at that time, the contributions of
Goswami and ‘I'agore were highly commendable. The next
important writer on the Indian classical music, was the
reknowned Krishnadhan Banerji®., His magnum opus the Gitasfitra-
sira (Hssential Principles of Music) written in Bengali was
published in 1885Y just after a century of William Jones’ first
article on the subject. Banerji besides being an accomplished
Indian musician and a scholar, had sufficient acquaintance with
the western music, and this imparted singular value to his work.
According to a specialist, Banerji has not left a single phase of
Indian classical music, without comments made with reaSon and
insight, and “His critical faculty is astonishingly sensitive to
finer shades of analogies. The book is valuable for its discussion
of fundamentals of music and the searching criticism of existing
theories”'®, Writers on Indian music coming after Banerji, are
legion, and they being more or less well-known will not be
be mentioned in this short sketch. But a complete account of
the aucient Indian music descriptive and historical, still remains
to be written. For, a very few of the origipal Sanskrit texts on

6. The author of the Samgita-ratnakara,
7. The author of the Samgita-darpana,

8. This scholar-musician of Bengal resigned his post in the Provincial Cl,"l
Setvice and devoted himself entirely to the study and dissemination of music. Sce
the Gitavitana-varsiki, Calcutta, 1944, (p.25).

9. Second Edition in 1897, and Third Edition in 1934. To this third edition,
a valuble appendix has been added by Himangsu Sekhar Banerji a very able
musical scholar who has made the work upto date. A summary of the work along
with this appendix, has also been separately published in English translation
in 1941, H.A. Popley in his Music of India (2nd ed.) does not mention this work.

10. H.L. Roy. Problems, p. 50.
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thusic have been critically studied!!, and the Natyasastra which
contains the oldest and most comprehensive treatment on the
subject yet remains outside the reach of average interested
persons!?. Krishnadhan Banerji whose work is otherwise
valuable, sometimes made assertions which need correction in
the light of the NS. The same may possibly be said of other
writers also, and cautious persous like F. Strangways, suspend
their judgement in view of proper exploration of the contents
of the NS. For example, Strangways once writes, “Unfortunately
it is not possible at present to give such a detailed account of
the Indian Mirchana (the equivalent of Harmonia ); more will
perhaps be possible when Bharata's Natyasastra has been adequately

translated” (MH.p. 141).

2. The Basic Text

The original text of the Chapers XXVIII-XXXIII critically
edited by the translator, has been published in a scperate volume.
For details about its reconstruction, the readers are referred to the
Introduction to the same and also to the Introduction to the
Volume I of the translation (pp.XLI).

3. Translation and Notes

Principles regarding the translation and its annotation have
also been detailed in the Introduction to the Volume I of the
translation (pp.XLI-XTLII).

11. The only . exceptif)n in this regard, 1s Damodara's Samgita-darpana ed

Ry l?n;;)lld A, Bfake with English translation, notes and introduction under the‘ title'
“he Mirror of Music™, Paris, 1930f. This too has been i i

H. A, Popley (the second ed. of his Music of India). 7 }nered by & Danielou, and

12, J. Grosset's French translation of

. : the Chapter XXV S
(treating of music) has not saticfied writers on the subject. S::Ih::i e
Chapters XXIX-XXXIII also dealing also with music, have el
betoe ’ ’ not been translated



1. THE ANCIENT INDIAN THEORY AND
PRACTICE OF MUSIC

1. The Indian Conception of Music

Though music occupied a very important place in the life of
Indians of ancient time, one single word such as “Gandharva”
denoting all its different aspects (vocal as well as instrumental)
appears only in the middle of the 4th century B.C.! This
word occurs in the Jatakas. For according to the Guttila
Jataka (no.243) the legendary Brahmadatta was born in a family
of Gandharvas (musicians), aud after gaining a great proficiency
in the art of music he came to be known as a Gandharva. As this
Jataka mentions playing of a Vind, and the two kinds of
Miirchana? in this connection, the word Gindharva in the sense
of music may well be pre-Buddhistic. And it is certainly not later
than 200 B.C. For it occurs in the Hathigumpha inscription of
Kharvela. In earlier times, gita (song) and vadye (instrumental
music) were seperately mentioned, or the compound word gitavaditra
(Pali, gitavaditta) represented music in its totality. But damce and
drama (nrtta, nytya and natya) were very closely associated with
music vocal and instrumental, from ancient times, possibly long
before the time of Buddha. For preksa (Pali, pekkha) was an equi-
valent of “Natya” which included nstta, gita and vaditra. Buddha
forbade the monks to witness it (pekkha) as well as the separate
performances of nrita, gita and vaditra. Due to this very close
association of the three arts, there came into vogue in about the
3rd century A.C. the word “Samgita” for signifying by means of
a single term all the different phases of music including dance.
For, according to Indian conception, dance (nyita, nriya) owing its
origin to rhythm like its vocal and instrumental counterparts,
was a kind of music, the vehicle of rhythm in this case being
human body with its different limbs. The Natya also depending

1. Though some of the )atakas may be as old as the time of Buddha, all f’f
them may not reach back to such antiquity. But it may be that they were in
existence in the 4th century B. C, cf. Winternitz, Vol. IL p. 121,

2, In the éntapatha Brihmana the Uttaramandra Miirchana has been
mentioned. See JAOS Vol. 50, 53 and Journal Univ. of Baroda Vol. JI, pp. 263 f.
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on nytla, nrtya and abhinaya (gesture) belonged to the category of

dance. Probably these facts led dance especially in its connexion
with all kinds of dramatic spectacles, to a substantial union with

music.
2. The Vocal Music

Though the vocal music was perhaps the oldest of human
arts, its analytical study seems to have begun only after instru-
ments of music came into existence and made considerable
progress. For the N$ says that the bases of musical notes (svara)
are twofold : the Vina of the human throat (lit. body) and the
wooden Vipd (harp or lute), and derives the Srutis (intervals)
exclusively from the wooden Vina. Now Sruti is the most
important term in connection with the theory of Indian music.

(a) Sratis. Though the ancient Indian authorities differ from
one another about the meaning of the word, it may be translated
as “inervals” or “musical intervals”s which make up the notes
of the octave (corresponding to Indian saptaka) in its different
Gramas.* The number of Srutis in the Sadja Grama are as
follows: three in Rsabha (ri), two in Gandhara (ga), four
in Madhyama (ma), four in  Paiicama (pa), three in
Dhaivata (dha), two in the Nisada (ni) and four in vadja (sa)s
And the number of Srutis in the Madhyama Grama are as
follows : four in Madhyama (ma), three in Paiicama (pa),
four in Dhaivata (dha), two in Nisada (ni), four ‘in the
Sadja, three in Rsabha (ri) and two in Gandhara (ga).

. (b)  Mutual Relation of Noges, According as they relate to an
interval of more or lesg Srutis, the notes in different Grimas are
ca.ll-ec% Cotzsouant (Samvadin), Assonant (anuvadin) and Dissonant
(wuadfn) with reference to the Sonant (vadin) note which has been
described as “the melodic centre of the melody”’. For example
éhos? two notes which are at an interval of nine or thirteex;

rutis from each other are mutually Consonant, e.g. Sadja and

See p. 7. footnote 4
See XXVIII, 24,

See XXVIIL 25, 26,
See XXVIIL. 27, 28,
SeeXXVIII, 22 fn. 1

W
- '
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Madhyama, Sadja and Paficama, Rsabha and Dhaivata, Gandhara
and Nisada in the Sadja Grama. Such is the case in the Madhyama
Grama except that Sadja and Paiicama are not Consonant while
Paficama and Rgabha are so.?.

(c) Different Gramas. The Grima may be translated as “scale”.
There are three Gramas in Indian music : Sadja, Madhyama and
Gandhara. According to F. Strangways the Sa-grama (Sadja-
grama) is the western Major with a sharpened Sixth, the Ma-
grima (Madhyama-grama) the western Major C-c, but intended
presumably to be used as an F-f scale with a sharpened Sixth,
and Ga-graima (Gandhara-grama) possibly intermediate between
these two long obsolete (MH. p. 106). T‘he NS does not describe
this Gandhara Grama, because it went out of use at its time.

(d) The Mirchanas. According to the Hindu theorists, each
of the Grimas is the source of seven Miirchanis. About the
meaning of the term Miirchand which is now generally considered
to be equivalent to mode of the Greeks, there is some obscurity.
The Sadja Grama gives rise to seven Miarchanis such as Uttara-
maundri, Rajani, Uttarayata, Snddhasadjﬁ, Matsarikrta, Abva-
kranti and Abhirudgata.® 7These are constituted as shown below.

sa-ri-ga-ma-pa-dha.ni Uttaramandra!®
ri-ga-ma-pa-dha-ni-sa Rajani
ga-ma-pa-dha-ni-sa-ri Uttarayata
ma-pa-dha-ni-sa-ri-ga Suddhasadja
pa-dha-ni-sa-ri-ga-ma Aévakranta
dha-ni-sa-ri-ga-ma-pa Matsarikrta

ni-sa-ri-ga-ma-pa-dha Abhirudgata
The first six of these have a striking resemblance with the
Greek!! modes which having eight notes including the first note
repeated at the end, are as follows :—
sa-ri-ga-ma-pa-dha-ni-sa  Ionian mode
ri-ga-ma-pa-dha.ni-sa-ri Dorian mode
ga-ma-pa.dha-ni-sa-ri-ga  Phrygian mode
ma-pa-dha-ni-sa-ri-ga-ma  Lydian mode
pa-dha-ni-sa-ri-ga-ma-pa  Mixolydian mode
dha-ni-pa-ri-ga-ma-pa-dha  Aeolian mode
._—2.-_‘5;;;(;/111 22.23 9. See XXVIIL 29, 10. See note 2 above.

11. These Greek modes were modified by St. Ambrose (c. 4th century) and
partly by St. Gregory (604 A.C.). See ERE.
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The Madhyama Grama!? gives rise to the following seven
Miirchanas : Sauvirl, Harinaéva, Kalopanata, Suddhamadhya,
Margavi, Pauravi and Hrsyaka. These are constituted as shown

below.

ma-pa-dha-ni-sa.ri-ga  Sauvirl
pa-dha-ni-sa-ri-ga-ma  Harinasva
dha-ni-sa-ri-ga-ma-pa Kalopanata
ni-sa-ri-ga-ma-pa-dha Suddhamadhya
sa-ri-ga-ma-pa-dha-ni Margavi
ri-ga-ma-pa-dhi-na-sa Pauravi
ga.ma-pa-dha-ni-sa-ri Hrsyaka

The Gandhara Grama also gave rise to seven Miirchanis ;'?

this Grima becoming obsolete at the time of the NS, they were
not mentioned by the author.

The four kinds of Mirchanas—'1'he Mirchanas described above
are heptatonic (pirpa-full). But there are also three other
kinds of them, viz. hexatonic (sadava), pentatonic (audava) and
Mirchanas including Overlapping notes (sadhdrani-krta).'* T'o
distingwish these three kinds from the heptatonic Murchanas they
are also called Tanas.'s Though these Miirchanas and Tianas
were used te embellish the songs, they were also used in connexion
Witl'l the vocal training of the singer. For the NS says: The
va.nety of the Tanas and the Marchanas thus arising, provides
cnjoyment to the hearer as well as to the musician. The
Miirchana aud Tana are also of use because their practice helps
the (easy) attainment of Voice-registers (sthanaprapti)’e.

(€) The Voice-registers. 'I'here are three Voice-registers the
che.st (u‘ras), the throat (kantha) and the head ($iras)'7. Notes and
:1;:)1' ils)lt::le: proceed. from these three rcgi.?tcrs. In calling one

g great distance, notes proceeding from the head

12, See XXVIIL, 30,

13. See NaS. 1.2 9and SR. 1. 4 25.26,
14. See XXVIIIL 32-33,

15. See notes on XXVIIIL 33.34,

16. See “The two ways of Tanas” under XXVIII-33-34 (pp. 12-13).
17. See XX, 38.40, 41-42,
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register is used; but, for calling one who is not at a great
distance, notes from the throat, and for calling a person who is
by one’s side, notes from the chest register serve the purpose.

(f) The Overlapping note : 'The Overlapping note mentioned
above is a transtional note like Kiakall Nisada.'® As regards
the use of the note in the Miirchana there appears to be a rule that
it should be in the ascending scale (arokin) and be made specially
weakened (alpa). If it is made descending (avarohin) it will lead
the Srutis to Jati ragas or Jatis.

(g) The Fatis : The Jatis whatever may be interpretation of
this term by the scoliasts, probably stand for melody-types of
the recognised kind, as opposed to those which were hybrids or
got mixed up with folk-tunes.'® Besides this, they developed
some technical complexities from which the Mfirchanas, if they
were melody-types too, were free. The Jatis eighteen in number
were of two kinds ; pure (§uddha) and modified (viksta).

In the Sadja Grama the pure Jatis are Sadji, Arsabhi, Dhaivatl
and Naisadj,?® and in the Madhyama Grama, they are Gandhari,
Madhyama and Paficami. “Pure” in this connexion means having
Améa, Graha, and Nyasa consisting of all the notes. When these
Jatis lack two or more of the prescribed characteristics except
the Nyisa, they are called “modified” (vikrta).2! In the observa-
tion of the Nyasa in the pure Jatis, the note should be regularly
Mandra, but in the case of the modified Jatis there is no (fixed)
rule. The modified Jatis are eleven in number and they grow
from combination of pure Jatis with each other. The Jatis which
seem to be the fore-runner of later Indian Ragas and Raginis
were sometimes, heptatonic, sometimes hexatonic and sometimes
pentatonic. And they had ten characteristigs such as, Graha,
Améa, Tara, Mandra, Nyasa, Apanyisa, Reduction, Amplifica-
tion, hexatonic treatment and pentatonic treatment.?’ Among
these, Graha has been sometimes considered to be equivalent to
“clef” of the western music. Améa has been rightly compared

18. Daniélou calls it “intercalary note”. See XXVIIL. 34-35.

19. For the meaning of Jati sce the note on XXVIIL 38-39 (p. 14). A
Daniélou's interpretation of the word does not seem to be convincing (see Northern
Indian Music. pp. 101, 122-123). See also XXVIII, 38-44,

20. See XXVIII. 44.

21, Ibid.

22, See XXVIII, 74-100,

2
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with ‘the Governing note’ or ‘the Keynote’ of the western music,
The Nyasa also has been compared with the cadence of the
western music probably with some justification. The other
terms in this connexion do not seem to have any equivalent
in the western music.

(h) The Jatis and their conmexion with the Sentiments : As songs
included in the preformance of plays were meant, among other
things, for the evocation of Sentiments according to the require-
ment of theatrical production, the Jati songs had a distinet part
to plav in this regard. Hence the theorists have assigned them
according to notes constituting them, to different Sentiments.?8
For example, the Sadjodicyavati and the Sadjamadhya are to be
applied in the Frotic and the Comic Sentiments respectively,
because of Madhyama and Paficama in them. The Sadji and the
Arsabhi are to be applied in the Heroic, the Furious and the
Marvellous Sentiments after making respectively Sadja and
Rsabha their Graha note. The Naisadl with Nisada as its Améa
note and the Sadjakaidiki with Gandhara as its Améa note
should be the Jati to be sung in the Pathetic Sentiment.
The Dhaivati with Dhaivata as its Amsa note should be applied
in the Odious and the Terrible Sentiments. Besides this, the
Dhaivati is applicable in" the Pathetic Sentiment and similarly
the Sadjamadhya is to be applied a connexion with madness.

(1) The Dhruvas : The dramatic songs fer excellence were the
Dhruvas in which Varpa, Alamkara, tempo (laya), Jati and
Pani regularly occurred. They were of five classes such as
Pravesi'i, Aksepiki, Naiskramiki, Prasadiki and Antarad related
respectively to entrance (pravesa), diversion (@ksepa), departure
(niskrama), calming «(prasada) and transition (antara) in course of
the progress of plays,24

Themes of various Sentiments sung at the entrance of
characters iu the stage are called Pravediki Dhruvas,?5

.Songs sung at the exit of characters to indicate their
golng out are called Naigkramiky Dhruvas.26

Antara  Dhruvas were sung to divert the attenmtion of the

23, See XIX.IfT,

24, See XXXII. 26.27.

25. See XXXII, 365,
26. Set XXXII, 366,
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audience from some shortcomings of the performance or when
the principal characters became gloomy, absent-minded, angry
etc.??

Prasadiki Dhruvas were sung for claming the audience after
they witnessed something which roused their feeling very much.?®

Aksepiki Dhruvad was sung on occasions like one’s being
captured, obstructed, fallen, attacked with illness, dead or in
swoon.??

The dhruvas from their detailed description seem to have
been a sort of “background” music suggesting acts and moods
of different characters in a play. Aund the suggestion had its
vehicle in the contents of songs as well as in their metre,?°
language,®! tempo’? and 71dla.’3 The two Vinas which were
to follow the Dhruvas®* also added to their power of suggestion.

(i) Contents of Dhruvas : Dhruvas in case of men and women
of superior, inferior or middling class should relate to objects
comparable to them in quality.?® In case of gods, and kings the
comparable objects were the moon, fire, the sun and wind
and in case of Daityas and Raksasas they are clouds, mountains
and seas,3*

Ex. (i) The moon which has its body covered with the
canopy of clouds and has been robbed of beauty by the rays
of the sun, and which has become colourless due to the advent
of the morning, is no longer chasing the darkmess with its
(very bright) smile,

(i) Here arises in the sky the sun the lamp of the
world. He is clad with myriads of rays, and his warmth is
adored by Brahmins and Munis.

(iii) The strongly blowing wind, shaking the tree-toy.)s
with constant rustle, moving about at the foot of the mountain

27. See XXXI1I, 367.

28, See XXXII. 368,

29, See XXXII, 373,

30. See XXXI11, 371,

31. See XXXII, 440 ff.

32, See XXX11,32 ff,

33, Ibid.

34, See XXXI11. 499-500

35, See XXXII, 407

36. See XXXII 408 and the notes.
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and rai.;,ing up dusts red and brown, is running along like a
Vvery angry persom. ) . .
(iv) This cloud looking like smoke is roaring and. with
its lightning, is, as it were, piercing the earth, and like a
terrible elephant, it is pouring quickly masses of water to cover
the entire world.

(v) With his head struck by lightning this lord of moun-
tains sleeping under heat of fever, sinks down as it were into
the earth.

(vi) The sea on which the wind has raised ripples and
waves, which has become very noisy due to the succession of
waves, has its birds scared by swiftly blowing wind, has more
waves due to perturbed fishes, has the sound of agitated clouds,
suddenly appears now angry at the moment being surrounded
by high mountains.

In case of Siddhas, Gandharvas and Yaksas the comparable
objects were the plants, stars and bulls, and for those persons
engaged in the practice of austerities, comparable objects
were the sun, fire and wind.37

Ex. (i) On learning that the moon in the sky has lost her
beauty“on being eclipsed by Rahu, the stars are weeping, as it
were, in great grief, and are shedding tears in (the shape of) their
rays.

(i) The sun of unparalleled brightness which is the crown
?f the eastern Mountain, and is adored by Brahmins and Muunis,
Is moving about in the sky.

Cranes, peacocks, Krauiica, ruddy geese and lakes with
Kumuda flowers havye qualities (enough) to be compared with
middling characters..“ 8
_ Ex.(i) The female crane which dwells in the lotus-lake
1s moving to her dearest one’s abode on the beach of the river.

(ii) At the appearance of clouds the peacocks are dancing.

(iii) The cakravaki with her lover is Passionately moving
about in wate;

The cuckoo, bee, crow, osprey, owl, crane, pegion and
kadamba are compared with inferior objects,3?

37. See XXXII 400 and the notes
38. See XXXII 415 and the notes,
3. SeeXXXII 416 and the notes,
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Ex. (i) The cuckoo which has always a voice sweet to eats,
is roaming about in the vernal forest where the Ciita, Tilaka,
Kuruvaka and Asoka trees have flowered and attracted humming
bees, is creating intoxication in young damsels.

(ii) O fair ome, the bee after roaming for a long time in
the lotus-lake, is now flying through the sweet-smelling Cita
forest adorned by spring, and it has a desire for tasting the dsava
(honey) from the mouth of its female companion.

(iii) At the close of the night the terrible owl which had a
fearful hooting, has behind it a group of chasing crows, and it is

(now) hastily searching for its own hollow (of the tree).

But the wives of superior, middling and iuferior characters
were compared with another set of objects or animals. The
night, earth, moon-light, lotus-lake, female elephant and the
river were compared with the wives of kings.*?

Ex. (i) The night which has rays of the moon as her
necklace, the stars as the head-ornaments, and plancts as orna-
ments of other limbs, looks beautiful like a youthful woman.

(i) The humming of bees declares, as it were, that the
lotus-lake which has just now opened beautifully its lotus- che, is
shining while it is surrounded by lovers of lotus.

(iii) In the great mountain ravaged by wind and struck by
lightning, the she-elephant is weeping (in distress).

Similarly, lake, osprey, creeper, female crane, pea-hen and
female deer were compared with wives of middling characters
as well as courtesans.A! A hen, bee, crow, cuckoo and owl of
the female species, were comparable in Dhruvas to wives of
inferior characters.*?

(k) Metres of Dhruvas : Metres of w.rymg length of their fect
were suited to suggest differeut movements, situations and senti-
ments.*3 For example, in the various acts of gods when there
was 10 obstacle, the Anugtubh metre was to be used, and metres
like Mala, Vaktra and Aparavaktra were suite¢ to Pravesiki
Dhruvas, and Puta and Cilika suited to Naigkramiki Dhruvis.

(1) Language af Dhruvas : Though the general rule about

40, See XXXII 418 and the notes
41, See XXXII 419 and the notes
42, See XXXII 420 and the notes
43, See XXXII 427 ff. ; 444 fT,
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¢ they were to be in Saurasenl, some times
alf-Sanskrit also were used.** Magadhi
e of inferior characters. But Sanskrit
was prescribed for heavenly beings, while in (':ase of hm.nan
beings half-Sanskrit was used. ‘fhis half-Sanskrit was possibly
something like the language of the metrical portion of the

Dhruvas was tha
Magadhi, Sanskrit and h
was evidently used in cas

Mahavastu.
(m) The Tala and Graha of Dhruvas : Definite instructions

regarding the use of Kalas and Padapata show the important
part Tala played in singing of Dhruvas. The NS. devotes one
long chapter XXXII over a very complex system of Tala to be
used in all kinds of musical performance iucluding the singing
of Dhruvis. Besides this, there are special rules of Grahas for
such T4las in connexion with Dhruvas.*5

(n) Special suggestibility of Dhurvas : Besides suggesting the
situations and moods of characters, Dhruvas suggested also
the time of different happenings. For example, the Pravesiki
Dhruva was sung to indicate anything in the forenoon and the
Naiskramiki indicated anything occurring throughout the day
and night. And gentle Dhruvias indicated the forenoon, while
the pathetic Dhruvas indicated the happenings in afternoon and
evening,4® .

3. The Instrumental Music

It has been suggested before*? that the study and analysis of
notes in zongs began probably after the instruments of music were
invented and considerably improved. The description of
Varpas and Alamkatas given in the NS. in the chapter on stringed
fnstruments seerus to suggest this. It is also clear that the stringed
Instruments (tata) especially the Vina, played the most important
part in this connexion. Besides the stringed ones there are also
two other kinds of instrument. They are hollow (Jusira), and the
covered (avandha) or instruments of percussion.

44, See XXXII 440 1,
45, See XXXII 471 ff,
46. See XXXII 464 ff,
47, Segabove p. 6 of this Introduction.
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(a) The Stringed Instruments :

(i) Varpas : Varnas*® produced in a stringed instrument,*?
as they are in the ascending (arohin) or descending (avarohin) order
or are repeated ( sthyin-staying ) or are mixed in form, are
called respectively Ascending, Descending, Monotonic or Mixed
Varnas.

(ii) Alamkaras : The Varnas in their different combinations
give rise to thirtythree Alamkaras.5° But this number varies
with authors according as they are early or late. The Alamkaras
as its name implies is meant for embellishing the instrumental
music. ‘I'inas seem to be the vocal counterpart of the Alamkaras
of the stringed instruments.5!

(iii) The Gitis : The NS mentions after the Alamkaras four
Gitis (lit. songs). But their special connexion with the stringed
instruments remains obscure. Gitis have been described by some
as an ancient system of classification of rhythm.5®

(iv) The Dhatus : (radical sounds).’® The playing of stringed
instruments have four kinds of Dhatus (radical sounds). They are
Vistara, Karana, Aviddha and Vyafijana. All of these have
subdivisions, and they relate to different types of stroke, their
pitch, number, grouping and the manner of production. For
example : ’

(1) The Vistara includes four kinds of stroke: Samghataja
(growing out of contrast), Samavayaja (growing out of combina-
tion). Vistaraja (growing out of amplitude) and Anubandhaja
(growing out of mere succession).

48. Modern writers except Daniélou have mostly ignored this. A. Daniélou
(NIM p. 99) translates this as “Melodic movement”. SeesXXIX 17-18 and the notes.

49, Vocal Music also includes Varnas.

50. A. Danidlou tranclates this as “Ornamental vocalization” (Northern
Indian Music p. 102). Other modern writers except Krishnadhan Banerji have
ignored this. His treatment (G.S.Lp. 124) however is very short.

51, It seems that with the development of the Raga music, Alamkaras and
Varnas which constiuted them became less important in the eyes of musicians.
Hence in spite of their use no one paid special attention to them.

52, HIMANSU BANERJI thinks that an old system of classification of
rhythm depended on the Giti and it also included special formation of syllables an'd
variation of speed. See GS. II pp. 72-73. Other modern writers ignore this
altogether. The function of Giti 1n the dramatic.performance is not clear.

53. See XXIX, 82 ff. and the notes. Modern writers ignore this altogether,
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(2) ‘The Karana Dhatu consists of three, five, seven or nine
strokes or all these combining and ending in a heavy stroke.

(8) The Aviddha Dhatu consists of two, three, four or nine
strokes made gradually and slowly, or a combination of these.

(4) The Vyaiijana Dhatu consists of touching a string simul-
taneously with the two thumbs, striking a string simultaneously
with the two thumbs, striking a string with the left thumb after
pressing it with the right one, striking it with the left thumb
only, and striking with the left forefinger only, etc.

(v) The Vrttis : 'T'he Dhatus described above relate to the
three Vrttis in which the stringed instruments are to be played.54
The Vrttis or styles of Procedure are three : Citra, Vrtti and
Daksina. ‘I'hey take their character from the kind of instrument,
its Tila, Laya, Giti, Yati and the Grahamirga (way of beginning)
resorted to in a performance. For example, in the Citra, the
Miagadhi Giti, concise instrumental music, Tdla of one Kala,
quick Laya, level Vati and Anagata-Graha preponderate. In the
Vrtti style of procedure the Smbhavita Giti instrumental music,
* * the time-measure of two Kalas, the tempo medium, Srotogata
Yati Sama Grahamarga are preponderant. In the Daksina style,
the Prtlfula Giti, Tala of four Kalas, slow tempo, Gopuccha Yati
and Atita Grahamirga are preponderant.

These three styles of Procedure give quality to the
instrumental music as well as to the song.

(vi) The Jatis of the Instrumental Music : Styles of Procedure
described above give rise to the Jatis®® of the instrumental music
when Dhatus of different kind are combined with these. For
example, Vistira (expansion ) Dhatus give rise to the Udatta
Jati of the instrument, the Vyaiijana Dhatus the Lalita Jati,
the Aviddha Dhatus’ the Ribhita Jati and the Karana Dhatus
the Ghana Jati.

Among these, the Uditta Jati seems to possess a general
character, the Lalita Jati is noted for its gracefulness, the Ribhita
Jati is characterised by its frequency of strokes and the Ghana
seeius to be characterised hy its proper observance of quantity of
strokes.

(vil) The special manner of playing the Vina : After giving ‘
54. See XXIX. 102 ff. and the notes, Modern writers ignore this altogether,
55. See KXIX. 105 ff,
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detailed instructions about the different aspects of the stringed
instruments, the NS, mentions three kinds of music produced
by the Vipa.5¢ They are Tattva, Anugata and Ogha.®?

The Tattva expresses properly the Laya, Tala, Varpa, Pada
Vati and Aksara of songs.

The Anugata is the iustrumental music following a song.

And the Ogha is the music which abounds in the Aviddha
Karanas, has the Uparipani Grahamarga, quick Laya, and does
not care for the meaning of the song.

(viii) The special manner of playing the Vipaiici : Like the Viud
which is to be played by fingers, the Vipafici which is a Vipa
with nine strings is to be played with a plectrum.*® It seems to
have six ways of producing Karanas from it. Karanas here, as in
the case of dance, seems to have been minor patterns made up of
notes.

(ix) Playing of stringed instruments before the Preliminaries : The
twelve kinds of Bahirgita or musical performance held before the
actual beginning of a play, included playing of stringed instru-
ments.’* This seems to have been a musical prelude to prepare
the audience for the dramatic spectacle which was to follow.
Very elaborate instructions as regards the notes, Tala and Laya,
etc., of the twelve kinds of music described, shows with what
seriousness the ancient masters looked to every part of a dramatic
performance from the stand-point of music.

(b) Hollow Instruments :

Hollow (fusira) musical instruments were originally made of
Vaméa (bamboo).*® Hence they were called Vamfa-vadya or in
short Vaméa (flute). In later times flutes were made of wood, ivory
and of different kinds of metal. Notes of a flute were known to
consist of two, three and four $rutis, and according to their
manner of production they were shaken (kampita), half-open
(ardha-mukta) and fully open (zyakta-mukta). Just as additional Srutis
changed the character of a note of the Vina, so addition of a Sruti

gave rise to a changed note.

h 56. Hl"'_o_r—;l:e indentification of Vina and its different parts see A K.
Coomaraswamy’s Parts of a Vind in JAOS, Vol. 50. 1930 (pp. 244 ff),
57. See XXIX. 108 ff.
58, See XXIX. 114 ff,
» sexxxzs, ol C? 89
60. See XXX. Iff.
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The note produced from a flute-hole thoroughly free from
finger, consists of four Srutis, that from a hole with a shaken
finger placed on it, consists of three Srutis, and a note consisting of
two Srutis is produced from a hole partly free from a finger on it.

All these are the notes in the Madhyama Graima. Notes of the
Sadja Grama will be as follows :—

Sadja, Madhyama and Paficama will arise from a hole fully
open, Dhaivata and Rsabha from a hole covered by a shaken
finger, and from a hole partly free from finger Gandhara and
Nisada will arise. Nisada and Gandhara coming respectively in
juxtaposition with Sadja and Madhyama and modifying them-
selves in characteristic Srutis, will give rise to Overlapping (Svara-
sadharana) and the Kakali notes.

According to the NS, the notes of a flute should be perfected
with the help of the Vina and the human throat. The very notes
which the singer has attained, should be sung in accompaniment
of a flute. A unision of the human throat, the Vina and the flute
is specially praised.

(c) Covered Instruments (Instrument of Percussion) :

The chapter on Covered musical instruments begins with a
legendary account of their origin. The story goes that one day
the sage (mun:) Svati watched the sounds that torrential rains made
on the lotus-leaves in alake, and got therefrom the suggestion
of making drums.®! Drums give rise to regular notes, Karanas®?
and Jatis.* But among them the Mrdanga, Panava and Dardara
(Dardura) more important than the rest, are used much in
connexion with the production of Plays.®* Drums called Bheri,
Pataha, Bhambha, Dundubhi and Dindima are merely for very
deep and loud sounds.®5

(i) The Vaskarana : The various syllables (sixteen in number)
available from the drums are as follows :

k, kh, g, gh, t, th, d, nt, th, d, dh, m, r n, 1 and h
combined with the vowels a, 8 i, 4, u, fi, e ai, o au, am

61. See XXXIII 4 ff,
62. See XXXIII. O] fr,
63. See XXXIIL 120 .
64. See XXXIII. 65-91,
63, See XXX11I, 27,
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ah ; they give rise to all the Viskarapa or Bol®¢ of the modern
drummers.

(i) The music of drums has the following aspects®?:

Four Mirgas, Vilepana (plastering), six Karapas, Three
Vatis, three Layas, three Gatis, three Praciras, three Samyogas,
three Papis, five Pani-prahatas, three Prahiras, three Marjanas,
eighteen Jatis and twenty Prakaras.

Hence it is apparent that the playing of drums was a pretty
complex affair.

All the three principal drums, had their own peculiarities
of technique, in spite of their having some common features in
this regard. Thus there were almost endless varieties of playing
of drums, and these were to accompany the various activities
of different types of character on the stage®®. For example,
in walking and other movements, the experts were to provide
for playing of drums with Talas of three or four kalas, after
considering the tempo and the manner of walking of characters
concerned. In case of movements of boats, chariots, and aerial
cars, birds, moving heavenly bodies, the playing of drums
should be by running the fingers on the surface of the drums,
or by Catuskala strokes with two hands alternately. In case
of sorrow, suffering, illuess, cure, death of dear omes. loss of
wealth, killing, imprisonment, vow, austerity, fasting, etc. the
playing drums in the Utthipana should be according to the
Alipta-marga mentioned before. ~

This playing of drums varied as the character concerned
were superior, middling, inferior or male, female or hermaphro-
dite. The NS lays down elaborate rules in this regard.

(iii) Making of Drums. Elaborate rules hgve been given about
the making of drums®®. Characteristics of good hides to
cover them have also mnot been left unmentioned’®. There
were elaborate ceremonies prescribed for the installation of

66, See XXXIII, 30, 40, 42,
67. See XXXIIL 37 ff. The text enumerating the three Jatis and the three
Layas contain a misprint (omission).
68, See XXXIIL 227 ff,
69, See XXXIIL 242 ff.
70. See XXXI1I1, 250 ff,
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drums, in connexion with which various deities were to be
i d7l .
Wor;:'lv)pp;‘be chapter on drums after describing in detafl the
characteristics of good drummers??, of a good player of Mrdange.t 3
and Papava, the general rules of drumming™ and qualities
of the Mrdaniga’, emphasizes the importance of drumming

as follows :

“One should first of all bestow care on the playing of
drums. For this playing has been called the basis of the
dramatic performance. This playing, and songs being well-
performed the production of plays does not run any risk”76

HI. LITERATURE ON ANCIENT INDIAN MUSIC
1. Early Writers (c. 600 B.C.—200 4.C.)

(a) Narada. Narada mentioned repeatedly in later literature
on music, seems to be the earliest writer on the subject, and
the Siksa named after himi’ appears, apart from its interpolated
Passages, to be a very old work, and it may be as old as 600 B. C.,
and its teachings may be earlier still. As one couplet’® from it

has been quoted by Patafijali with a slight variation, it is not later
thau 200 B.C. Like the Paniniya Siksa (c. 600 B.C.) it is written
chiefly in the Anustubh metre ; and it treats of musical theories in
connexion with the singing of Samas. The fact that it describes
the Gandhara Grama in detail (together with its Miirchanas)
shows clearly that it is much anterior to the NS which ignores
altogether this Grama and was written when they become
obsolete. The N§ quotes the NaS. (I.3.13) at least once (XXXI1I.

71. See XXXI1I. 259 ff,
72. See XXX1I1. 263 ff.
73. See XXXIII. 295-296,
74. See XXXI1I1. 299,

75. See XXXIII, 300

76. See XXXIII, 301,

77. Na$ (Naradiya-fikss).

8. o W @R i an gy RgM A wwYwy |
¥ FEE gwam feafig aq QAT

Patafijali reads as ge: ww: wWeat aga Wetc. Evident] -
3 th i
changed the ouplet to suit his own purpose. 7 the uthor of the Bhdeys
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227) without naming it. As this Siksa discusses the seven mnotes
in the three Gramas and the Mirchanas and Tinas connected
with them, the Indian Music seems to have been pretty advanced
at the time when this work was composed.

(b) Swati. Svati has been mentioned in the NS along with
Narada, but not even a fragment of his teaching has reached us,
and we are not sure whether he wrote any work on the subject or
anything was written on his views.

(c) Kohala. In the NS (I. 26) Kohala has been mentioned as
one of the hundred sons of Bharata and as such he was anterior to
the author of this work. From another passage in the N§
(XXXVI 61) we learn that Jesem uttaratantrena Kohalah kathayigyati
‘Kohala will speak of the remaining (teachings) on dramaturgy in
a supplementary treatise’ Hence it may be presumed that
Kohala was not widely separated in time from the author of the
NS. Kohala’s opinion has been referred to in Dattila’s work in
connexion with ‘I'ala. ‘I'his is perhaps the earliest reference to
his teaching. I'he Brhaddesi also refers to Kohala’s views no less
than five times while discussing notes, ‘I'ana and Jati. The author
of the Saipgitamakaranda also mentions him twice in the chapter
on dance (nrtya), Parévadeva in his Samgit-asamayasirh names
Kohala in the beginning of his chapter on Tala. In his commen-
tary of the chapters on music, Abhivavagupta while discussing
T'ala, refers at least twice to Kohala. From Abhinava’s commen-
rary, it is further learnt that Kohala wrote a work named the
Sampgita-meru. Hence it is natural that Sirigadeva has named

him as one of the old masters.

Two other works the 7Tala-laksapa and the Kohala-
rahasya, have also been ascribed to Kgqhala™. These may
genuinely reflect the the teachings of Kohala. From all these it
appears that Kohala was a very important early writer on music.

(d) Sandiya and Vatspa. The NS has twice mentioned
Vatsya and Sanpdilya together. Sapdilya not peing included
amongst the hundred sons of Bharata, seems to be somewhat
later. But one cannot be sure on this point. Sapdilya has not
been quoted in an early work. Only the author of the commen-
tary “Tilaka” on the Ramayana, mentions him twice in connexion

79. Svimi Prajianinanda—Sangita-O-Samakrti (Bengali) vol. 1L pp. 347 ¢.
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with the Miirchana and the Jati®°. And Vitsya is not known to
have been quoted by any work.

(e) Vifakhila : Dattilam is the earliest work to mention
Visakhila.®! As we have already seen that Dattila was anterior
to the NS. Viéakhila was also a very old writer on music. The
Brhaddesi also once refers to him.*? The passage in question
being somewhat corrupt it has escaped the notice of other
writers. It is as follows :

nanu mfrchana-tanayoh ko bhedah ? ucyate—miirchana-
tanayo nunatvantaram (=stu ndrthantaram) iti Viérankhila (=
Visakhilah) etaccdssmgatam.

(Tr. Now, what is the difference between the Mfirchana and
the Tana ? Vidakhila’s view that the Miirchana and the T'ina are
identical, is not correct.) Viéakhila has been quoted and referred
to at least seven times by Abhinavagupta in his commentary on
ch. XXXVIII of the NS.*3 Cakrapanidatta (c. 11th century)
also has quoted from Visakhila in his commenary on Caraka,
Nidana-sthana, VIL 7.*¢. The relevant Ppassage is as follows :

Yad uktam Visakhina (wrong reading for Visakhilena)

$amya dakgina-hastena vamahastena talakah /

ubhabhyam vadana yat tu sannipatah sa ucyate / |

(Tr. As has been said by Viéakhila, the Samya is struk by
the right hand, the I'ala by the left hand, and that struk by both
the hands is the Sannipita.)

(f) Dattila: Another very old authority on iusic was
Dattila®s. Mentioned by the NS as one of the sons of Bharata, he
is earlier than the writer of this work. But the work going by
%xis name, r.ay not be actually written by him ; but its antiquity
1s great. For the teachings ascribed to him as available in the
text named after him, seems to be less developed than that
available in the NS. For example, according to Dattila, Alamkaras
are thirteen in number while according the NS ( XXIX. 23-28)
they are thirtythree, and later writers further add to their
number. The Brhaddeél makes quotation twice ( pp.29-30) from

Ibid. pp. 352-353,

Dattils, 41, 177.

See page 26,

Pages 14, 15, 24, 34, 41, 72, and 86 of the transcript from Baroda.
ed. Haridatta Sastri PP. 473-474,

ed. K. Sambasiva Sastri,

KEapeg
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Dattila. Ksirasvamin ( 11th century) the commentator of the
Amara-koéa (ed.R.G.Oka, Poona, 1913) also quotes passages twice
from Dattila.

Abhinavagupta in his commentery on the chapter XXVIII
of the NS, has quoted passages from Dattila no less than ten
times. And another comentator of the Amara-kosa(Vandyaghatiya
Sarvananda ) also quoted from him the following: Mukham
Pratimukhamn caiva grabho vimar$a eva caetc.!® I‘rom this it
appears that Dattila wrote not only on music, but also on
dramaturgy.

2. The Date of the Natyasastra.

In the Introduction to the volume Iof the present work
the translator wrote “it may be reasonable to assume the
existence of the Natyaéastra in the 2ud century. A. C.(p.LXXVI).
By the Natyafastra was meant the present text of the work
including some spurious passages (p.L.XV) Hence the date of the
NS in its original form will be earlier. After making a closer
study of the concluding chapters, the translator isinclined to
support the view of the late Haraprasad Sastri who copcluded
that the work belonged to 200 B.C.*’ But the question will be
taken up later on. ’

3. Early Medieval Writers on Music (200 A.C.—600 A.C.)

(a) Vifvavasu. The view of Visvavasu on Sruti has been
quoted in the Brhaddeéi(pd). But it is difficult to identify him
with Viévdvasu the king of Gandharvas who according to the
Mahabharata was an expert in playing a Vina. _

(b) Tumburu. Tumburu’s view also has been quoted in the
Brhaddedl (p4). But due to the corrupt nature of the passage
quoted, this has escaped the notice of the earlier writers. The
Ppassage in question is as follows :—

Apare tn vata-pitta-kapha-sannipata-bheda-bhinnam catur-
vidhaipn érutim pratipedire. tatha ciha Tumburuh (the last word
wrongly read as caturah) : uccaistaro dhvani rukso vijfieyo vitajo
(wrongly valajah) budhaih. gambhiro ghanalinasca ( wrongly
niladca ) jiieyo’sau pittajo dhvanih. snigdhaé ca sukumairaéca

w86 —S:et_be Introduction to this text (Bltod‘a ed,)
87, See JPASB, vol. V. (N. S.) pp. 351 1. ; also vol, VI pp. 307 f£
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madhurah kaphajo dhvanih. trayapam gupasamyukto vijfieyo *
sannipatajah.

This quotation from Tumburu occurs in a correct from
in Kallinatha's commentary on the SR (1.8.13-16). Some writers
think on the basis of the occurrence of the expression “T'umburu-
nataka’ in Locana’s Raga-tarangini (12th century) that Tumburu
wrote a play. But this tumburu-nataka seems to have meant a
kind of dance-drama originating with Tumburu.

(¢) The Markandeyapurana. ‘Though not a work on music, the
Markandeya-purana may be considered in the present connexion ;
because it gives us valuable informations regarding the musical
theory and practice at the time of its compilation. Though here
is no direct avidence about its exact age, scholars are agreed
about its great antiquity, and according to Pargiter who studied
this work very closely, its oldest parts may belong to the third
century A. C.®%, This suit very much the data of music obtained
from it. For, it mentions the seven svaras ( notes ), seven Grama-
ragas, seven Gitakas and as many Miirchanas, fortynine Tanas,
the three Gramas, four Padas, three Kalas (wrongly Talas ), three
Layas,_three Yatis and four Atodayas. Except the Grama-rigas
mentioned in this Purana, all other terms occur in the NS. The
Grama-ragas are ignored by the N. They are probably related
to the Grama-geya-gana (songs to be sung in a village) of the Vedic
Sama-singers as distinguished from the Sama-singers’ Araynya-
gana or forest songs which were taboo in villages®®. It seems
that the term which may be earlier the NS was not recognised by
the NS, for some reason or other. The three Kalas might also
relate to the time required to pronounce short, long and pluta
syllables. From these facts, it may he concluded that the Mk.
Pul:al.la was niot compiled much later than the NS. Those who
assign a lower date to the Purana refer to the Devi-mahatmya
(Ch-81'93). which in their opinion is not much earlier than 600
A.C: This however seems to he far from justified. For Durga
glorified in this Puriya was already an important deity in the
later Vedic period, the Devi-stikta being a part of the Khila-

. 88. Winterniz. Vol I p. 560. The chapter 23 of the Mk. Purina has been
critically edited and published by Alain Daniélou and N, R. Bhatt in ‘Textes des
Purdna sur la theorie musicale," Pondichery, 1959, It reached the present author

late. .
89. Winternity, p. 167,
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portion of the Rgveda. Hence the Mk. Purina may very well be
placed in the 3rd century A.C.

(d) The Vayupurana. The Viyupurina also should be con-
sidered in connection with the medieval writings on music.
For it contains two chapters (86-87) which treat of the Marchanas,
Tanas and Gitalamkaras®®. Even if these two chapters are in a
very corrupt state, from them one can form a fairly correct idea
about the musical teachings of the time. Though this Purana des- -
cribes the rule of the Gupta dynasty as it was in the 4th century
A.C.*!, and though the Guptas, one very great among them being
Samudragupta, were patrons of music, these two chapters seem
to repeat only what is already available in the NS, except that
they give the number of Alamkaras as thirty. (The second half
of the first couplet of the chapter 87 should be emended as follows:
trimsat ye vai alamkaras tan me nigadatah frnu (see s1.21 below). But the
NS gives the number of Alamkaras as thirty-three (XXIX, 23-28).
Another new information available in the Vayupuripa is the
affiliation of Tanas to different Vedic sacrifices. Due to a loss of
some $lokas between the two hemistichs of the couplet 41 of the
chapter 86, some writers were led to attach these names to
Miirchands. If these §lokas occuring in the Brhaddedl hive not
been taken from the Vayupurana, they must have been taken from
a common source by both these works.

(e) Nandikesvara. The Brhadde$i quotes (p.32) in one passage
the view of Nandikeévara on the Marchana. From this we learn
that he recognised a class of Mirchana consisting of twelve notes.
We also know one Nandikeévara as a writer on abhinaya (gesture)
and Tala. And the two may be identical. The Rudra-damariid-
bhava-siitra-vivaranam a commentary on the l\.’Ialleévara-sﬁtras, is
also ascribed to Nandikeévara. This also may be from the
hands of Nandikeévara the author on abhkinaya etc. But before
the work has been critically studied, one cannot be sure about
this. And Nandike$vara the author of the Abhinaya-darpana
as we have seen elsewhere®? was posterior to the 5th century.

h '——§6:A§v§}x;l_ —E{rajﬂininnnda has printed these in his vol. II of the Sangita
O-Samskrti, pp. 484 ff. The Visnudharmottara (C. 8th century) also contains some
chapters on music. But these are not of much importance in the present connection.
See Textes des Purina surela theorie musicale ed. by Daniélou and Bhatt.

91. Winternitz. op. cit. p. 554.

92. See the Introduction to the Abhinayadarpana ed. M. Ghoch (2nd ed).
Calcutta, 1957, -
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- 4. Medieval writers of the Transitional
Period (600 A.C.-1000 A.C.)
(a) .S"&rdﬁla, Matanga, Yastika, Kasyapa and Durgasaskti.

It was during this period that the Ragas of later Indian
music slowly developed from the Grama-rigas®® of early
medieval music, which have been mentioned in the Markandeya
Purana. The Giti or the Bhasa-giti of various kinds mentioned
in the Brhadde$i®* had probably connection with this Gramaraga.
And from this work, it is also learnt that Sardila recognised
only one Giti called Bhasagiti, Mataniga two Gitis, Bhasagiti
and Vibhasa-giti, Vastika three of them named Bhasagiti,
Vibhasagiti and Antar-bhasikagiti. Durgadakti however gave
their number as five, viz. Suddha, Bhinna, Vesara, Gaudl
and Sadharani. Kasyapa seems to agree with Yastika in this
regard ; but ome cannot be sure on this point. The personal
view of the author of the Brhadde$l is that the Giti is of
seven kinds: such as Suddha, Bhinnaka, Gaudika, Ragagiti,
Bhasagiti and Vibhasagiti. It is probably to demonstrate the
fuller nature of his own classification, that he brings in the
view of his predecessors, which have been mentioned above.
The evidence at our disposal for ascertaining the time of
these authorities is meagre. But we are possibly mnot quite
helpless in this matter. For, the term Bhisagiti seems to give
some indication as to the upper limit to the age of these
teachers. It seems to be evident that bhasa in this connection
is nothing other than the defa-bhasa or regional dielects or
languages, and that is the reason why the songs composed
in defa-bhasa were also called Deél from which the Brhadde$i
derives its name. Now bhasa came to be accepted as a vehicle
of literary expression as early as the 6th century A.C. ; for
Banabhatta mentions among his friends one Iéana who was a
bhasa-kavi or a poet writing in bhdsa.°® Hence it may naturally
be assumed that bhasa attained some prestige at that time in
connection with the music also. In all probablity Sardala who
recognised one kind of Giti called the Bhagagiti, might have

94. See page 82. .

95 Bulletin of the School of Oriental Studies Vol. 1 (1917-20), Grierson,
Indo-Aryan Vgrnaculars, Chapter 11, p. 65.
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been an younger contemporary of Banabhatta. Matariga, Yastika,
Kadyapa and Durgadakti all of whom might have followed
him in later centuries, probably ome after another, added to the
number of Gitis or Bhasagitis. The new era reached right down
to the time of the author of the Brhaddeéi who seems to have
flourished about the 10th century A.C. when the Bhasa-
movement may be said to have culminated in the development
of New Indo-Aryan languages and bhasi became the vehicle
of the classical melodies of the Raga-type.

(b) The Brhaddesi. The work ascribed to Matafiga cannot
be taken as a work written by Matanga. For as we have
seen above, Matafiga’s view has been quoted in the work
itself along with the view of other earlier writers. Hence it
seems have been compiled by some one other than Matanga
himsclf, and was ascribed to the old master evidently for giving
it a greater authority. About the date of this work we have
given our view above. The fact that Sirigadeva recognised
Durgasakti’s view about the number of Gitis in opposition
to the one given by the author of the Brhadde$i®s, probably
shows that the two authors were not widely separated in
time. The Brhadde$l extensively makes quotation form
the NS. -

3. Late Medieval Writings (1000 A.C.-1300 A.C.)

(a) The Sangita-makaranda. This work °7 ascribed to
Narada, was evidently not from the hands of the author
connected with the Siksa named after him. The fact that
the Ragas known in later music make their appearance
in it, speaks for its lateness. As it has, been utilized by
Sarigadeva (1210-1247 A.C.) it may be tentatively placed in
the 11th century A.C.

(b) The Raga-tarangini. This was composed by Locana-
Kavi, the court-musician of the king Vallilasena of Bengal.
It was written 1160 A.C.?%, the year of Vallalasena's accession

96, See SR. 1I.1.7,

97. Ed. M, R, Telang.

98. See Kshitimohgn Sen, Banglar Sangiticirya in the Gitavitana-varsiks
Vol. 1, 1350 ( B.E.) Songs of Vidyapati available in the present text of the
Riqatarangini are evidently a later interpolation and hence do not fietermine its

date, See ibid.
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to the throne. He therefore lived one generation earlier than
Jayadeva the celebrated author of the Gita-govinda which
was a lyrical poem to be sung with musical accompaniment.
From the Ragatarangini it is learnt that the author also wrote
other works such as the Raga-gitasamgraha. But these have not
come down to us. Locana’s work mentions twelve basic
(janaka) Ragas to which eighty-six derivative (janya) Ragas
owe their origin.

(c) The Sangita-samayasara. This work®® was written by
Parévadeva of whom we do not know anything more. He was
Probably a Jain ; and as he names Bhoja'°® and Someévara!®!
he was later than these personages. But Sarfigadeva who
mentions them does not mention Parévadeva. Parévadeva
therefore may be placed in the 13th century A.C. and may
be considered to be a contemporary of the author of the
Saiigita-ratnakara. Paréva’s treatment of Ragas though pretty
exhaustive, is shorter than that of Sarngadeva.

(d) The Sahgita-ratnakara. This is the most exhaustive treatise
on Indian music. It was written by Sarngadeva (1210-1247)
a South Indian whose grandfather was a Kashmirian. In the
seven 'chapters of the work, he treats of mnotes, Ragas,
miscellaneous topics, musical compositions, rhythms, musical
instruments and gestures. He describes Sruti, notes, Gramas
including the obsolete Gandhara Grima, Mirchana, Tana,
Varpa, Alamkara, Jati, Vadi, Samvadi, Vivadi and Anuvadi
notes very clearly, and summarizes whatever has been said by
his predecessors. This gives the work a special importance
in connection with a critical study of the NS. Many things
occurring in this Jatter work when otherwise obscure, become
elucidated as soon as they are compared with similar items
discussed in the Safigita-ratnakara. As Sariigadeva elaborately
describes the Ragas with their late developments, his work
serves, as a bridge between the tradition of the NS and the
works written in late medieval times (after the 13th century)
which almost exclusively treat the Ragas and their different
varieties. As these works are not of much importance regard-
ing the study of Indian music in its ancient and early medieval
aspects, we refrain from mentioning them.

99. Ed. Ganapati Sastri. 100. Ibid (IL.5). 101. Ibid (IL. 5; 1X. 2).
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IV. MORE ABOUT THE ANCIENT INDIAN THEORY
AND PRACTICE OF DRAMA

1. The Three Types of Character

Characters of all kinds male, female and hermaphrodite in-
the ancient Indian plays, were classified into three types:
superior, inferior and middling?, for the purpose of distinguish-
ing them by assigning to them special movements to be followed
by appropriate music and drumming. Division of Heroes
(ndyaka) and Heroines (ndyika) into four classes, had also included
the same purpose.

2. The Prominent Position of the Nataka

From the very detailed description given in the NS of the
various types of character such as the king and his entourage,
inside and outside the royal palace?, it appears that the Nataka
which usually include such characters, was the most prominent
among the ten kinds of play. The special purpose of the
description seems to have been to help the playwrights who
cannot always be expected to possess a first-hand knowledge of
habits and customs of such characters.

3. The Typical Theatrical Troupe

From a detailed description of the various members of
theatrical troupes?, it appears that such troupes moved from place
to place just like the Bengali Jatrawalas, to give performance
before people of different regions. It is only on the assumption of
this kind that we may easily explain inclusion into the troupe,
of such members as makers of headgears (mukutakaraka) and of
ornaments, the dyer (rgjaka), the painter and craftsmen of various
kinds. If like the members of modern theatres of India they
were restricted in their activity to any particular place, there
might not have been any necessity of counting them as members
of theatrical troupes. As communication and transport at
that ancient time were not easy, the treatrical parties did not

1, See XXXIV.2ff,
2, See XXXIV.29 ff.
3. See XXXV, 89-90.
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probably like to add to their luggage in the shape costumes and
sther paraphernalia of a dramatic performance. Skilled persons
who accompanied them prepared these anew in every region, and
‘hese were used for a number of performances held in places
ot very distant from one another. The Arthadastra of Kautilya
seems to envisage this kind of itinerant theatrical troupes.

4. The Playwright as a Member of the Theatrical Troupe

The playwright (natyakaraka)* appearing as one of the
aembers probably shows also that theatrical troupes moved
rom place to place and did not depend exclusively on a fixed
epertoire, but often constructed special plays based on local
istory or popular legends, to suit the taste and interest of
e people before whom they were called upon to give a
erformance.

The position of the playwrights was probably analogous
' some extent to their modern counterparts attachedto some
‘ban theatres of modern India, which employ them for salary
ith the purpose of making their dramatic compositions the
telusive property.

5. Distribution of Roles

The NS lays down some general principles for the
stribution of roles in a play.* For example, it says :

“After considering together their gait, speech and
ovement of the limbs, as well as their strength and nature,
e experts are to employ actors to represent different roles [in a
ay]”

“Hence the selection of actors should be preceded by an
quiry into their merits. The Director will have no difficulty
er the choice [if such a procedure is followed]. After
certaining their natural aptitudes, he is to distribute roles to
ferent actors”.

To clarify further these principles, the NS adds :

“Persons who have all the limbs intact, well-formed and
ck-set, who are full-grown, not fat or lean, or tall or large, who

4. See XXXV. 99,
5. See XXXV.
6. See X.XXV. 5-6.
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have vivacity, pleasant voice and good appearance, should be
-employed to represent the role of gods.?

“Persons who are fat, and have a large body, a voice like the
peal of hunder, furious looking eyes, and naturally knit eye-brows
should be employed to represent the role of Raksasas, Danavas
and Daityas ; for the performance of the male actors [should be]
in conformity with their limbs and movements”.®

“Actors of the best kind who have beautiful eyes, eye-brows,
forehead, nose, lips, cheeks, face, neck and every other limb
beautiful, and who are tall, possessed of pleasant appearance
and dignified gait, and are well-behaved, wise, steady by nature,
should be employed to represent the role of kings and princes.®

In a similar manner the NS gives directions about assigning
roles of army-leaders, councillors (ministers and secretaries)
Kaficukins, the Srotriyas'® as well as minor characters.!!
The directions about the representation of fatigued and healthy
characters show how careful the ancients were about the assign-
ment of roles. For the NS says.

“A person who is naturally thin should be employed in a
Play to represent tired characters.”!?

“A fat man should be employed to represent persons ‘without
any disease”,!3 :

From the very elaborate rules quoted above, it appears
that the author of the NS was very careful in the assignment of
roles. His rules were often found difficult to be carried into
practice. But in spite of this, he was not a doctrinnaire in this
regard, and permitted the Directors of theatres to train up
properly persons available, even when they did not come up
to the standard. On this point he says: ’

“If however, such persons are not available, the Director
should exercise discretion to employ [some one] after a
consideration of the latter’s nature and movement as well as
all the States [to be represented).” ’

7. XXXV.5.6,

8. XXXV.7-8.

9. XXXV.9-11.
10, XXXV.12.14,
11, XXXV, 15.17,
12. XXXV, 18.
13. Ibid.



THE NATYASASTRA 32

“Such persons’ natural movements whether good, bad or
middling, should be regulated by a contact with the Director
and then they will properly represent all the States”!4.

6. The Principles of Personation

The NS also very clearly laid down the principles of
personation. It says “One should not enter the stage in his
own natural appearance. His own body should be covered
with paints and decorations”!5,

“In the production of a play, a person in his natural form
of the body should be employed [to assume a role] according to
his age and costume”!¢,

‘Just as a man who renounces his own nature together
with the body, and assumes nature of someone else by entering
into his body, so the wise actor thinking within himself
that “I am he”, should represent the States of another person
by speech, gait, gestures and other movements”! 7,

The stage-representation of characters according the NS,
are of three kinds: natural (anuripa) unnatural (viripa) and
imitative (rupanusarini)!®.

These three kinds of representation are described as
follows :—

“When women impersonate female characters and men male
characters and their ages are similar to that of characters
represented, the impersonation is called natural!®”

“When a boy takes up the role of an old man or an old
man that of a boy and betrays his own nature, the representa-
tion is called unnatural?o,

When a man assumes a woman'’s role, the impersonation
1s called imitative by the best actor. A woman also may
assume if she likes, a man’s role in actual practice. But an

4. XXXV. 19-20.
15. XXXV. 24,
I6. XXXV. 25,
17. XXXV, 26-27.
18, XXXV 28,

19. XXXV, 29,
20. XXXV. 30.
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‘old man and a young man should mot try [to imitate] each
other’s manners??. ‘

7. Special Importance of Women in Dramatic Production

Unlike what was the practice in ancient Greece or in
medieval Europe, ancient Indians had no scruple to employ
actresses possibly from the very ancient times. Hence the
‘NS points out their special fitness on certain points.

The relevant passages in the N$ are as follows :—

“A delicate person’s role is always to be taken up by
Women. Hence in case of women as well as gods and men of
delicate nature [women are to assume the roles]. [It is for
this reason that] drama came to be established in heaven
throngh Rambha, Urvaél and the like [nymphs]. And similar
has been the case in king’s harems in this world”??. “Want of
fatigue in dance and music, is always considered a quality
of women, and a dramatic production partly attains its
sweetness and partly its strength due to this”?3,

“This delicate type of production is pleasing to kings.
Hence plays of this class including the Erotic Sentiment,
should be produced by women”?4. An instance of the production
of a play exclusively by women occurs in the Priyadarsika (III)
of Harsa. Also in Cambodia the courtry which owes its drama
to India, plays are produced exclusively by women2?. In the
palaces of some Sultans of Java too, women are exclusive
performers of dance-dramas?®. It can scarcely be doubted
that this practice had its origin in India in hoary antiquity
and the relevant passage of the NS, quoted above, seems to
support our assumption.

8. Impersonation of a King

Though the NS has given description of a person suited
to represent a royal character?’, it closes the topic of impersona-

21, XXXV.31.32,

22, XXXV, 38-39.

23. XXXV. 44

24, XXXV, 49. ‘

25. See the author's Contributions to the History of Hindu Drama,
Calcutta, 1957, p. 41.

26, See notes on XXXIV. 48.51

27, XXXV.9-11.

5
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tion by giving rather elaborate directions about the
impersonation of a king. On this point it says:

«How are the qualities of a king to be represented by an
actor who has a few wearing apparels ? In this connection it has
been said that when dramatic conventions have come into vogue
I have made plays furnished with all these (i.e. conventions)”.

“In them (i.e. plays) the actor (nata) covered with paint,
and decorated with ornaments, reveal the signs of kingship
when he assumes a grave and dignified attitude and then he
alone becomes, as it were, a refuge of the seven great
divisions (saptadvipa) of the world”?®.

“He should move his limbs only after he has been covered
with paints. And trimmed according to the discretion of the
Director and having the Sausthava of limbs, the actor becomes
like a king, and [thus trimmed] the king also will be [very
much] like an actor. Just as the actor is, so is the king, and
just as a king is, so is the actor”2°.

9. An Ideal Director

Pri:jciples and practices of the ancient Hindu drama as
described before, placed a very great responsibility on the
Director of a theatre. Hence the NS describes the characteris-
tics of an ideal Director as follows :—

He should have “a desirable refinement of speech,
knowledge of the rules of Tala, the theory of notes and instru-
ments [in general]”. And he who is “an expert in playing the
four kinds of instruments, has various practical experience, is
conversant with the practices of different religious sects, and
with polity, sciencg of wealth and the manners of courtezans
ars amatoria and knows various conventional gaits and move-’
ments, thoroughly understands all the sentiments and the states,
and is an expert in producing plays, acquainted with all arts
and crafts, with words and rules of prosody, and proficient in
all the Sastras, the science of stars and planets and the workin
ot: t‘hf: human body, knows the extent of the earthly continentf
divisions, and 1mountains, and people inhabiting them and'
customs they have, and the names of descendants of ,royal

28, XXXV.57-59.

29, XX.XV. 60-61.
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linés, and who listens about acts prescribed in Sastras, can
understand the same, and puts them into practice after under-
standing them and gives instruction in the same, should be
made a Director,??

V. MORE DATA OF INDIA'S CULTURAL HISTORY
IN THE NATYASASTRA

1. Language

The NS mentions besides Sanskrit and the various kinds
of Prakrit the Ardha-Samskrta as the language of Dhruvas.®!
By this last term we are probably to understand the so-called
(3atha-Sanskrit which Prof. Edgerton has called hybrid Sanskrit.
His hypothesis about its origin does not however appear to be
convincing. This new nomenclature seems to ignore the
historical circumstances which brought this kind of language
into existence.

2. Metre

In course of describing Dhruvas the NS has described
. . * Y
various metres. Most of these names are otherwise unknown.*?

3. The Arthalistra

The NS (XXXIV. 8298) describes a king, an army-leader,
a purohita (chaplain), ministers, secretaries, judges, wardens of
princes (kumaradhikrta) and refers in this connexion to the views
of Brhaspati who seems to be no other than the old master
of this name repeatedly referred to in the Artha$astra of Kaut_ily?.
This probably points to the great antiquity of the NS, It is
also gathered from the N§ (XXXIV. 74) that- Dauvirika®?
mentioned as a great dignitary counected with the royal pala?e
was a snitaka’* ie., a Brahmapa who has duly finished 1}15
Vedic studies. This seems to give a clue to the sudden rise
of the Suiigas (who were Brihmanas) after the Maurya d_ynasty
declined. Pugyamitra Suiga described by Sylvain Lévi as a

30. XXXV. 65-71.
31, XXXII. 440-142.
32, See XXXII.

33, See AS.

34, See XXIV. 73-74.
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a“mayor of the palace” was probably a snataka employed as
Dauvarika by the last Maurya king.

The Sabhastaira mentioned in the NS. ( XXIV. 83,98 )
translated as members of the (royal) court, is also a very old
word. The Kumaiaradhiksta ( XXXIV. 83,97 ) seems to be the
warden of princes mentioned in the Arthadastra.



THE NATYASASTRA

CHAPTER TWENTYEIGHT
ON THE INSTRUMENTAL MUSIC

Three Classes of Instruments

I shall now explain the formal aspects (lit. rule)
of the instrumental music (a@fodya). They are as follows :

1. Regular musical instruments' are of four kinds,
such as ‘strinpd’ (lata),’ ‘covered’ (avanaddha),’ ‘solid’ (ghana)*
and ‘hollow’ (susira).

2. [Among thess,] the ‘stringed’ are those with strings,
the ‘covered’ means the drums, the ‘solid’ the cymbals and
the ‘hollow’ the flutes.

(1) ‘'ewwfeay wida’ literally means ‘musical instruments poSsessed of
auspicious marks’, NS. here considers only the traditional or well-known
musical instruments as auspicious.

3Explaining in detail the importance of stringed instruments
(tata) in the production of a play Ag. says :

A8 QU sagRcEEa: | A {5 @@ g dwAeg fiaa | et awneek-
AAUEAA EEEHATETT gETE AR @wnd o1 amaly | asAgd aad awed
wyt fMOfd wyaq wAER Wty ddMaga @@ 9 gafeswEns wifeq aa
qfi'ami Ruram wiferamafisada qiaioes: | 9 &4 a0 3G aadiae 1 oy,

And after a while he explains why hollow instruments (susira) in
spite of their affinity with the stringed ones, were not mentioned imme-
diately after these, and then he discusses the position of ‘hollow’ and ‘solid’
instruments in the Orchestra. The relevant passage is as follows :

g qumad s ai@)re gemivaafafa Su, Nom @ W@ s )
VqTEReTEEtaEEn( g JargE awAuaiee e, 9y (deww @) g
waiAn; | aAg dved Wl widlageiesy | syvemamivy sfr witwa efndwwe
gy, wEw: | AA wfivnRe uengz] ffy od qaneny sfar g
mRq adu{a)am, .

SR YR, Ag. ‘gRwifeRmm W, Ag.
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Threefold Application of the Instrumental Music

3. In connexion with the dramatic performance (nataka)
they have threefold application : [that in which] the stringed
instruments ( fata) [ preponderate ], [ that in which ] the
drums (avanaddha) [preponderate], and their [general] appli-
cation during the dramatic performance (natyakria).

4-5. In the Orchestra of the stringed instruments
(kutapa)', [appear] the singer (gayana) and his attendants®
and players of Vipaiici,’ Vina'and flute. Players of Mrdanga
( earthen drum ), Panava® and Dardura® are [collectively]
called the Orchestra of the covered instruments (lit. in
the rule of the covered instruments).

6. The Orchestra related to actors and actresses
(prakrti)' of the superior, the middling and the ordinary type,
occupies different positions’ on the stage during the produc-
fion of plays (natyayoga).

Music of all kinds embellishes the Drama

7: Thus the song (gana), the instrumental music

(vadya) and the acting (nafya)' having different kinds of

(4-5) lgd w= wifs, ¥ €W aggE@a@ Ag. The commentator again
seems to give this word a new meaning. See Introduction to the Vol.
L pp. LXXVIf. Herc kutapavinyasa should be read as kutapavinyase.

ofadt maww ag gur mywn si@mfawean Ag. It appears from this
that the singer had near him attendants with brass cymbals.

(1 )ad wywasa uaRAT Ruid sfanfaaRwm Ag. Vipaiici seems
originally to have bcen a ten-stringed Vina to be played with a plectrum.

4See note 3 above.

Sqyqsaaaa vS®I Ag.  Papava is a small drum or tabor.

623 Q ws@iwI: Ag. describes Dardura as being like a large gong
made of bell-metal ; some consider it to be a flute. See Apte sub voce.
Dardurika may however be derived from dardura which means a conch-shell
the valve of which opens to the right. See Apte sub voce. But in spite of
all this, Dardura was a kind of drum. See XXXIII. 4.

(6) 'See XXXIV. 1-12.

’On the Ag.says: gamared): yavaiiquenar yaqen? ad | nYFATH
g i & an(es)afulifa sfafuamasy eodfi 7 g Sxfaaw;,

(7) *This acting included dancing.
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appeals (vividkasraya, lit. depending on different things)’
should be made by the producers of plays like a brilliant entity
(alatacakra-pratima.).?

Characteristics of the Gandharva

8. That which is made by the stringed instruments
and depends [as well] on various other instruments, and
consists of notes (savra), Tala (time-measure) and verbal
themes (pada) should be known as the Gandharva.'

9. As it is very much desired by gods and as it gives
much pleasure to Gandharvas, it is called the Gandharva
(i.e. a thing belonging to Gandharvas.)

Sources of the Gandharva

10. Its source is the human throat (lit. body), the Vina
and the flute (vamsa). I shall describe the formal aspects
of (lit. arising from) their notes.

Three kinds of the Gandharva

11. The Gandharva is of three kinds' : that of the notes
(svara), that of the Tala and that of the verbal theme_ (pada).

2See note 3 below. ,

3Kalidasa uses this expression. See Vikram. V. 2. 0. Ag. explaining
why these three different items are to be given unity, says :

ang fafearyet Gl Feawer-fafaufivared qag 9d e o Swgfy-foam an
gwifmw 7€ 41 In this connexion he rejects the suggestion that the mere
reading of plays can fulfil their purpose, and says :

w1 g H MaafaRi s wwanzfy e wafa fefsRedn afeay
w1 aw, « ewfi () awd waRgua aee, gfqd @ gatnls s wiihafed
g&. Cf. Aristotle’s view of tragedy (see Introduction to vol I. pp. XLII-
XLIII).

(8) YGandharva seems to be a combination of the vocal music and the
music of instruments, such as vind and flutes (See 10 below). From the
Mrycch. (IIL. 2. 1) we learn that vinz as as well human voice charmed
Carudatta in a performance of Gandharva. Ag.’s explanation of mwafuf as
el fefaie wetne we @ 7w etc., seems to be fanciful. See XVII. 92,
94, 98, 102 etc. and XXI. 24, 25, 73, 77 etc. The expression should be
taken simply as a combination of gandharvam and iti.

(11) 'The three kinds of gandharva seem to be three kinds of musical
performance in which individual notes, beating time, or songs respec-
tively play their principal or only part.
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I shall describe the characteristics and the function of the

three.
Two Bases of Notes

12. The notes (svara) have two bases: the human
throat (lit. body) and the Vina. I shall speak about the
formal aspects of the notes arising from the two.

Formal Aspects of Music of the Vina

13-14. Notes (svara)', Gramas, Miirchanis? Tanas’, voice-
registers (sthana), Vrttis', Overlapping (sadharana) notes.
Varpas, Alamkaras, Dhitus®, Srutis® and Jatis which are co.n-
stituted by the regular notes (vidhisvara), are available (lit.
united) in the wooden Vina.

Formal Aspect of Music of the Human Throat

16. Notes, Gramas, Alamkaras, Varnas, voice-re};ﬁsters
Jatis and Overlapping notes are available in the Vina of the
human throat.

Aspects of the Verbal Theme in Music

15-17. Consonants', vowels, euphonic combinations
(sandhi), case-endings (vibhakti), nouns (nama), verbs (akhyata),
prefixes (upasarga), particles (nipata), secondary suffixes
(taddhita), and syllabic and moric metres always relate to the
verbal themes of music (pada). These are of two kinds :
composed (nibaddha) and improvised® (anibaddha, lit. not
composed).

Twenty Aspects of the Tila

18-20. Now'I shall speak of the Tila. Avipa? Nis-

krama, Viksepa, Pravesaka, éamyﬁ., Tala, Sanuipata, Parivarta,

(13-14) 1This and the succeeding terms have been defined below.

? It seems that Miirchanas, Tinas, Vrttis, Dhatu and $ruti related
practically to the Vina or the stringed instruments of its class.

8 See note 2 above. 4 Ibid, & Ibid, ® Did.

(16-17) *This and the folloing terms have been defined in XV. 9,
33, 39ff. The akhar of the Bengali kirtan, is probably an example of
the anibaddha pada. .

(18-203' 'Here talagatasyapi should be read as talagatams capi.

*This and the following terms have been defined later on.
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Vastu, Matra, Vidarl, Anga, tempo (laya), Yati, Prakarana,
Giti, Avayava, Marga, Padabhiga, and Pini are the twenty’
formal aspects of the Tala. These [are] in brief about
the Gandharva. Listen next in details about the same.

The Seven Notes

On the Notes (svara) :

21. The seven notes are: Sadja (sa), Rsabha (ri),
Géandhara (ga), Madhyama (ma), Paiicama (pa), Dhaivata
(dha) and Nisada (ni).

Mutual relation of the Notes

22. [According] as they relate to an interval of [more
or less] érutis, they are of four classes, such as Sonant'
(vadin), Consonant (samvadin)® Assonant (anwvadin’, and
Dissonant (vivadin)'.

The Sonant and the Consonant Notes

That which is an Améa® [note] anywhere, will in this

connexion, be called there Sonant (vadin), Those two notes

3The text ity ekavimiako should be read as ity evam vimsako.

(22) 'For an explanation of this and succeeding terms see below
and GS. 1. pp. 462, 463, 467, 468 ; GS. IL. pp. 117-123, MM. p. 9. MH.
p. 108.cf. ML pp. 27-28.

According to Dr. A. A. Bake (MM. p. 9.) “the sonant note is the
melodic centre of the melody.”  See below note 1 of 76-78. '

2See SR. I. 3. 47ff. Kn. says : g3} @UiTGi=: @ergdt faem awafa:
Fad wirme} a1 gwe A faa: gaifke wam: sy Sbh. too says: ¥RWEY ar gaR
iR a9 4t fe: qeed gz wew.  But Matanga (Bd. p. 14, 1l 1-2) says :
gy g eagfied &f adieuaamiE Mafiga ; and Dattilla (18) too says :
fag qufaN ¥ afewsam.  The difference between the two views, is
more apparent than real. For Sbh. says a3}: get: muafed § 1@ fivm wawn
Fo wewet @ gk waba @2 AN gaRkeq wWAMfEAe A1 wawRkfig @ aw
SO amEEmgEEY #4971 aufgE) afiguarcd enfifa 4 wfey fwwie: (on SR. L 3.
48-49). 3See below note 2 on 23. 4See below note 1 on 23.

SFrom its several variants it appears that the term amia is nothing
but amga misread from some very early ms. For more about this see the
Introduction. -
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which are at an interval, of nine or thirteen Srutis from
each other are mutually Consonant (samvadin) e.g. Sadja
and Madhyama, Sadja and Paiicama, Rsabha and Dhai-
vata, Gandhira and Nisada in the Sadja Grama. Such
is the case in the Madhyama Grama, except that Sadja
and Paficama are not Consonant while Paficma and Rsabha
are so. [On these there] is a [traditional] Sloka :

23. In the Madhyama Grama, Paiicama, and Rsabha
are Consonant while Sadja and Paficama are so in the Sadja

Grama [only].
The Dissonant Notes
The notes being at an interval of [two or] twenty Srutis
are Dissonant’ e.g. Rsabha and Gandhidra, Dhaivata and
Nisada.
The Assonant Notes
Now Sonant, Consonant and Dissonant notes having
been determined (lit. established) the remaining ones are
to be called Assonant?, e.g. Rsabha, Gandhara, Dhaivata
and Nisida to Sadja; Madhyama, Paficama and Nisada
to Rsabha ; and Madhyama, Paiicama and Dhaivata to
Gandhara ; Dhaivata, Paiicama and Nisada to Madhyama ;

(23)'Matanga (p. 15. 11 11-12) says : srmcar famifems 9aq and Dattila
(19) too says : g g faafelt Kn. says qaar gamfiat qoas famfedt wfy awg fea
wafa and reconciles this with the view of the NS, and other earlier writers

as follows : [wilv@mrogsr &% wmaw frafea@sgemfaafas: (on SR.
L. 3. 49). SR. (I. 3. 49) defines vivadi notes differently. It makes ni
and ga, vivadi to ri and dha respectively.

?Matanga (p. 144ff.) says that the ‘mutually anuvadi pairs of notes
are : sa and ri, pa and dha, sa and dha, pa and ri in the Sadja-grama.
Sbh. adds one more pair (ma and ri) to these (on SR. I. 3. 50).

3The Grama may be translated as ‘scale’. Strangway’s theory
about its meaning does not appear to be sound (see MH. p. 106). Weber
thinks that the Greek word gamma in its musical sense, is nothing but a
derivation from the Sanskrit word grama. Indische Streifen, 1.3. (Ref.MM.
P. 10). According to Narada there is one more Grima named Gandhira
(Niﬁ. L 2. 8). SR (L. 4. 5) too mentions this. For more about Grama see
MH. pp. 108+112.
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Dhaivata and Nisada to Paficama ; Rsabha, Paiicama and
Madhyama to Dhaivata. [All these are] in the Sadja
Grima, In the Madhyama Grima too, Paficama, Dhaivata
and Nisada [are Assonant] to Madhyama ; Rsabha Sadja,
and Gandhara to Paificama ; Sadji, Rsabha and Gandhara to
Dhaivata ; the same (Sadja, Rsabha and Gandhara) to
Nisada. As a note [prominently] sounds it is called
Sonant ; as it sounds in cosonance [with another] it is
Consonant ; as it sounds discordantly [to another] it is
Dissonant, and as it follows [another note] it is called
Assonant. These notes become low or high according to
the adjustment of the strings, and the varying condition
(lit. diversity) of the beam of the Vipa and of the sense-
organs. So much about the aspects of four classes of
notes.

Description of the Two Gramas

Now, there are two Gramas’: Sadja and Ma,dhxama.
Each of these two (lit, there) include twentytwo, Srutis
in the follmlving manner :

24. Srutis in the Sadja Grima are shown as follows :—
three [in Rsabhal,' two [in Gandhara], four [in Madhyama],
four [in Paficama), three [in Dhaivata], two [in Nisida] and
four [in Sadja].

In the Ma.dhylama Grama Paiicama should be made
difficient in one Sruti. The difference which oceurs in
Paficama when it is raised’ or lowered, by a Sruti and
when consequential slackness® or tensex;ess [of strings]
ocours, will indicate a typical (pramana) Sruti* We shall

(24) !Probably due to the exigency of metre, the NS. in describing
here the Srutis of each note, begins from Rsabha.

2 Utkarsas (increase) tivratd, apakarso (decrease) mandata, Ag.

8 Mardavam (slackness) tantryah Sithilikaranam, viparitatvam dyatatvam
(tenseness) Ag.

4Sruti may be translated as ‘interval’, Early authorities differed from
one another as to the nature and number of Srutis. ViSvavasu thought
they were two, some authority considered that their number was three,
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explain the system of these [§rutis]. The two Vinas wjth
beams (danda) and strings of similar measure,” and with
gimilar adjustment of the latter in the Sadja Grama
should be made [ready]l. [Then] one of these should be
tuned in the Madhyama Grima by lowering Paiicama
[by one of éruti]. The same, (Vina) by adding one Sruti
(lit. due to adding of one Sruti) to Paficama will be
tuned in the Sadja Grama. This is the meaning ?f de-
creasing a Sruti (lit. thus a Sruti is decreased). Again due
to the decrease of a Sruti in another [Vini] Gandhara and
Nisada will merge with Dhaivata and Rsbha respectively,
when there is an interval of two’ Srutis between them.
Again due to the decrease of a Sruti in another (Vina)
Rsbha and Dhaivata will merge with Sadja and Pa.}‘icama.
respectively when therle is an interval of [three] Srutis.
Similarly the same [one] Sruti being again decreased Paiicama,
Madhyama and Sadja will merge with Madhyama, Gandhara
and Nisada respectively when there is an in interval of’ four
Srutis between them. Thus according this system of Srutis,
[each of] the two Gré‘upa.s should be taken as ’consisbing
of twentytwo Srutis. [The following] are the Slokas to
this effect :

Srutis in the Sadja Grama
25-26. In the Sadja Grama, Sadja, includes four
Srutis, Rsabha three, Gandbiara two, Madhyama four,
Paficama four, Dhaivata three and Nisada two.

some twentytwo, some Sixtysix and some infinite. Views of the anony-
mous authorities are known from the following couplet of Kohala :

ufdnfa Ffegzistin g gfwmfaenzen | szsfefvnr @y @fesmmmmma
nfamzai |

See Bd. pp. 4, 5; Sbh on SR. L. 3. 8. 9. For an elaborate discussion
on the nature of Srutis in relation to the seven notes in the ancient
Hindu scale see GS. I. pp. 298-379 ; GS. II. pp. 138-143. The following
passage in NS. from firesit @@ to wifinfa as; waasman: occurs in the Bd.
(Pp- 5-6) with a slight modification. SR. too follows this (See I. 3. 11-22).

5Ag. explains this ‘measure’ (pramana) as length and thickness,
others include the number of strings also in this ( sareH wrsafeae;
witet qea’ G et ¥ afay),



9 INSTRUMENTAL MUSIC [xxvmr. 27-30
Srutis in the Madhyama Grama

27-28, [In the Madhyama Grama] Madhyama consists
of four érutis. Paffcama three, Dhaivata four, Nisdda two,
Sadja four, Rgabha three and Géandhira two Srutis', [Thus]
the system of [mutual] intervals (antara) has been ex-
plained.

The Mirchanas

Now about the Miirchanas®. They are of fourteen kinds
in the two Gramas®,

Miirchanas in the Sadja Grama

29-30. Based on the Sadja Grima there are seven Miir-
chands : the first Ubtaran}andri, the second Rajani, the third
Uttarayata, the fourth Suddhasadja, the fifth Matsarikrta,
the sixth A$vakranta and the seventh Abhirudgatd. The first
notes of these are [respectively]: Sadja, Nisada, Dhaivata,
Pancama, Madhyama, Gandhara and Rsabha in the Sadja
Grama,

Mirchanas in the Madhyama Grama

In “the Madhyama Grima [occur the following March-
anis).

(27-28) !'The Gandhira Grama became obsolete at the time of the
NS., which ignores it. For its Srutis see SR. L. 4. 4-5 and MM. p. 10.

3The ‘Miirchana’ has often been translated as ‘mode’ of the
Western music (See GS. I. p. 284 ; MH. p. 106 ; MM. pp. 10-11). But
we are not sure about the accuracy of this. For further details
about the term see GS. I pp. 285f; GS. IL. pp. 14, 83, Matanga
explains the term as follows :

FETRynaeiRe egwd | @R 3w o fe qerefrefem (Bd. p. 22).
Sbh. further explains this as follows :

QUVRY GEME A SAvendveeTEt e Wy Aty (- wawaE) wdgew
VIR wegrw | qEmen fv fod ag frewd: (on SR. L 4. 9-11). But
curiously enough Ag. writes :  waw| wfmRna 9w aAe wa(w)divy agvefed
WUERTEeITV (W) e A fe e gl

3For the Miirchanis of the Gandhira Grima see NaS. I.2.9and
SR. 1. 4. 25-26.. *

2
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31-32. Based on the Madhyama Grama there are
seven Miirchanas : the first Sauviri the second Harinasvs, the
third Kalopanata, the fourth éuddhamadhyé. the fifth
Margavi, the sixth Pauravi and the seventh Hrsyaka.

[The first] notes' of these are respectively Madhyama,
Gandhara, Rsabha, Sadja, Nisada, Dhaivata and Paficama.

Initial Notes of the Miirchanas in the two Gramas

[Thus] the first notes of these serially are : in the Sadja
Grama—Uttaramandra [is to begin] with Sadja, Rajani with
Nisada, Uttarayati with Dhaivata, Suddhasadja with Pafn-
cama, Matsarikrta with Madhyama, Asdvakrantda with Gan-
dhara, and Abhirudgata with Rsabha.

And in the Madhyama Grama—=Sauvirl [is to begin]
with Madhyama, Harinasva with Gandhara, Kalopanati with
Rsabha, Suddhamadhyams with Sadja, Margi (Margavi) with
Nisada, Pauravi with Dhaivata, and Hrsyaka with Paiicama,.

The Four classes of Murchanas

Thus combined in [different] orders, the notes constitute
fourteen Mirchanas of four classes, such as heptatonic (pirna,
lit. full), hexatonic (sadavakrta), pentatonic (audavititrta)® and
that including the Overlapping note (sadharanakrta).

33-34. The seven notes combined in [different] orders
(lit. having an order) are called [full or heptatonic] Mircha-
nis. Tanas' consisting of six and five notes are [respec-

(31-32) lThough.NS. is silent on the point, the SR. gives the differ-
ing pitch of notes as they appear in the Miirchanis. (See I. 12-14 and
Sbh. thereon).

(33-34) 'Tanas or pure Tanas are included into the Mirchanis.
Difference between them seems to be that the latter includes all the
seven notes, while in the former, one or two notes except Madhyama in all
Gramas, and Dhaivata in the Sadja Grama, and Paficama in the Madhyama
Grama are so very weakly ‘worked’ that they are considered as dropped.
For the two ways of working such Tinas see below. NS. does not seem
to be quite clear about the function of Miirchanas, and Tanas which they
include. But Ag. says awmu gmq ewgmrd. It is doubtful whether the
modern use of the term Tina, is very old. The Miirchana in its original
. sense scems to have disappeared from the later Indian music (sece MH. p.
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tively] called hexatone (sidava)’ and pentatone (audavits).
Besides these, there is another kind of Murchani which
includes the Overlapping notes or is combined with the Kakall
notes or the intermediate notes (antarasvara), and this belongs
to both the Gramas (Sadja and Madhyama).

The same Mirchani is produced (lit. accomplished) in
two ways. In this connexion, Gandhara being reduced to
Dhaivata by an increase of two Srutis in it, [the two terms]
the Grama and the Murchani become differentiated in the
Sadja Grima, and due to that, Madhyama and the notes
following it, become serially reduced to Nisida and the notes
following it. In the Madhyama Grama too, Dhaivata being
softened (curtailed in Srutis) and Nisida being augmented,
the two [terms] are differentiated. [In case of this Grama too]
there being an interval of the same [number of] érutis, the
difference of termns [becomes justiﬁeld]. The interval between
Paficama and Dhaivata is of four Srutis ; similarly due to an
increase of Gandhara, the interval will be of four Srutis. The
remaining Madhyama, Paficama, Dhaivata, Nisada, Rsabha
and Sadja become reduced [serially]. to Madbyama and the
notes following it. This is due to an interval of the same
number of Srutis.

The system of [mutual] ilnterva,ls has been explained in
connexion with the system of Srutis.

106). About the function of the Miirchana and Tana, Sbh. says :
Wy aquer oy s e met wew; g gdege o
own |  yintadutfeoneanfacrey  simermafiare wawa  (on SR.L 4.
29-31). But Matanga’s view given here, is not quite clear.

3The term audavita and audava have often been read respectively as
auduvita and auduva with a notion about their connection with ugu (== star).
Odava or audava which lies at the basis of these terms, appears to be 2
non-Aryan word meaning probably ‘five’, and sadsva too may likewise
be of the same origin, and may mean ‘six’, and its another form might
have been sodava connected with soda in sodafa. This hypothesis may
better explain in case of gaf, the appearance of a cerebral sound in
place of I-E &. :

3See note 2 above.



xxviiL, 33-34] THE NATYASASTRA 12

Eightyfour Tanas of the Mirchanas

Tsnas which depend on Mirchanas are eightyfour in
number. Among these the hexatonic ones are fortynine, and
the pentatonic ones thirtyfive.

The Hexatonic Tanas

The hexatonic ones have seven varieties, e.g. four
Tanas devoid of Sadja, Rsabha, Nisada and Paiicama in the
Sadja Grama ; three Tanas devoid of Sadja, Rsabha and
Gandhiara in the Madhyama Grima. Thus these being
worked in all, the Mirchanis [in the two Gramas] will give
rise to fortynine TAanas.

The Pentatonic Tanas

The pentatonic ones have five varieties e.g. three Tanas
devoid of Sadja and Paficama, of Rsabha and Paiicama, and
of Gandhara and Nisada in the Sadja Grama, two Thnas
devoid of Rsabha and Dhaivata, and of Gandhara and Nisada
in the Madhyama Grama. Thus these being worked in all, the
pentatonic Mirchanss [ini the two Gramas] will give rise to
thirtyfive Tanas, twentyone in the Sadja Grima and fourteen
in the Madhyama Grama.

The Two Ways of Tanas

Thure are two ways of working the Tana in the string"
(tantri) : Entrance (pravesa) and Arrest (nigraha), The
Entrance is made by sharpening (lit. emphasizing) the
preceding (adiara) mnote and by softening (mardava) the
succeeding (uftara) note. And the Arrest is non-touch-
ing, i.e., mnot touching the Madhyama note. The Miir-
chana is indicated by the Madhyama note of the Vins,
because it is constant (anasi. lit. not perishable). Hence the
Entrance and the Arrest [do not] relate to the Madhyama
note. The variety of the Tanas and the Mirchanss thus
[arising], provides enjoyment to the hearer as well as to
the musician (prapokty, lit. producer). The Mirchani [and
- Tana] are also of use [because their practice helps] the
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attainment of the voice-registers (sthana-prapti).* There
are three voice-registers. Their description has been given
in the rules regarding the Intonation (kaka).’

The Overlapping

I shall now relate the rules regarding the Overlapping
of notes (sadharana-vidhi). The Overlapping (sadharana) means
the quality of a note rising between two [consecutive] notes
[in & Grima). Why? The thing which exists between the
two [similar things, partly merging into each other] is over-
lapping (sadharana), e.g., the transition of a season.

36. In the shade one feels cold, but while staying in
the sun one sweats ( lit. the sweat comes out ). [ It seems
that at this time ] neither has the spring come [fully],
nor has the winter gone away completely.

This is an example of the overlapping season.

Two kinds of Overlapping

There are two kinds of Overlapping : Overlapping in
notes (savarasadharana) and Overlapping in Jatis (Fatisgdharana).
The Overlapping Notes

The Kakali and the transitional note (antarasvara) are
the Overlapping notes (svarasadharana). Now if two Srutis
are added to Nisada, it is called Kakali Nisada .and not
Sadja ; as it is a note rising between the two (pure Nisida
and Sadja), it become Overlapping. Similarly [the two
Srutis being added to it] Gandhara becomes transitional
Géndhara and not Madhyama, because it is a transitional
note (antarasvara) between the two (Madhyama and Géandhara).
Thus the Overlapping notes [occur].

Why is Nisada called Kskali? Because it is an in-
distinet second, or it is produced with [slight] pulling
(akystatva’) or due to its very fineness (sauksmya®) or be-

1t appears from this that by imitating the Miirchanas and Taras
produced in the Vin, singers attained the facility of producing notes from
any voice-register they liked. See above note 2 on 13-14.
. 8See XIX. 37ff before. '
(35) wmre = dure (oewidt o) | 2even v faguanam w Ay
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cause it behaves like the orow’s eye (kakaksi)*? and relates
to the two [notes, Nisada and Sadjal, it is called (kakali).
Just as salt among the six [kinds of] taste (rasae), is
called Ksara (corrosive), so Nisada is called Kakali, and
the Overlapping note is called the transitional note.

The Overlapping Jati

The Overlapping Jati* (jatisidharana) [arises] from
observing in another Grama the notes which belong to
the minor limbs of two or more Jitis which are in the
same Grima and have common Amsas. The Overlapping
note (svarasadharana) belonging to the two Gramas (Sadja
and Madbhyama) is of two kinds. Why ¢ For, ocour-
ring in the Badja Grama it is the Overlapping Sadja, and
in the Madhyama Grama it is Overlapping Madhyama.
The Overlapping here is a special nature of the note.
This is so in the Sadja Grima, and the same [also] is the
case in the Madhyama Grama. Due to the delicacy of
its production (proyoga-sauksmya) it is fitly called Kaisika
(capillary). This is the Overlapping note which is used
in Jatis where Nisida and Gandhara are weak (alpa).
On these points there are the two Slokas :

38 The transitional note (antarasvara) should always
relate to the ascending scale (arokin) and be made especially
weakened (alpa), but it should never be in the descending
soale (avarohin).

37. 1If it is made in the descending scale whether weak
or strong, the transitional notes will lead Srutis to the
Jati-ragas.

The Jatis
We shall now explain the Jatis.
38-39. The Jatis' relating to the Overlapping notes

? Cf. wrnfeiasam.

(38-39) 'On the meaning of Jati, Kn. says yrarermm sfr smag: and.
Sbh. gwee taRsmegerma: (on SR. I 7. 3). See also Bd. pp. 55-56.
But Jatis are t!le primitive melody-types from which Ragas of later Hindu
~music developed. Jafi meaning ‘birth’ probably stands here for recog-
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are three in number : Madhyama, Paficami and Sadjamadhbya.
Their constituent parts are Sadja, Madhyama and Paiicama
of which the Pancami will be distinet, but weaker than the
rest in its own note (i. e. Paficama).

Seven Jatis in the Sadja Grama

40-41, The seven Jatis' in the Sadj; Grims are ;
Sadji, Arsabhi, Dhaivati, Naisadi, Sadjodicyavati, Sadjakaisiki
and Sadjamadhyama.

Eleven Jatis in the Madhyama Grama

42-43. The eleven Jatis' in the Madhyama Grama are ;
Gandbarl, Raktagindhari, Gandhirodicyavi, Madhyamodi-
cyavi, Madhyama, Pificami, Gandhirapaficami, Andhri,
Nandayanti, Karmaravi and Kaiéiki.

44. 'There are the eighteen Jatis of which I spoke
before. I shall now describe the Nyisa (terminal note)
and Apanyisa (semi-terminal note) which they include.

Two kinds of Jatis

Of these eighteen, seven owe their names to the seven
notes. They are of two kinds :' pure (fuddha) and modified
(vikrta). In the Sadja Grama the pure (Jatis) are Sadji,
Arsabhi, Dhaivati and Nisadavati (=Naisadi) and in the
Madhyama Grima they are Gandhari, Madhyama and
Paficami. ‘Pure’ (fuddha) in this connexion means having
Svaramsa’ (= Amsa), Graha’ and Nyasa’ consisting of all the
[seven] notes (lit. not difficient in notes). When some of

nized melody-types of the day, which were considered to be of (pure)
birth as opposed to other types which were hybrids. For the charac-
teristics of the Jatis see 73-74 below.

R refmRs T Afaers vefefntrdicoet v zaed
(Ag.). '

(40-41) *See SR 1. 7. 17.
(42-43) 1See SR. L. 7. 18. SR. (1. 7. 18-20.) classifies them also into
(1) Purna (heptatonic), (i) Pirna-sidava (heptatonic and hexatonic) and
{iii) Piirna-sadavaudavita (heptatonic, hexatonic as well as pentatonic).
(44) Sce above note 1 of (40-41) and 41-42),
" 3For a definition of these term see below 74fF,
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these [Jatis] lack two or more of the [prescribed] characteris-
tics except the Nyisa, they are called ‘modified’ (vikria).
Hence (lit. due to this) those indeed are pure Jitis, and these
indeed are modified ones (i.e. Jitis). In the observation of
the Nyisa in the [pure], Jatis the note should be regularly
Mandra ; but i case the modified Jatis, there is no rule [about
it]. The modified [Jatis] are eleven in number and they grow
from combination. [These] eleven are formed from their
mutual combination, as follows :

45. Jatis are pure as well as modified, and the [latter]
arises from the combination [of other Jatis]. Among them
seven are pure while the remaining eleven are modified.

The modified Jatis

46. T shall now speak in due order and with proper
brevity, of Jatis which grow out of notes, and Améas of these
[pure] Jatis.

47. The Badjs-madhyama' is formed by the Sadji,
the Madhyama. The Sadjakaisiki’ Jati is formed by the
Badji and the Gandhari.

48. The Sadjodicyavati is formed by the Sadji, the
Gandharl and the Dhaivati combined or associated with one
another.

49. The Gandharodicyava is formed by the 8adji, the
Gandhari, the Dhaivati and the Madhyama,

60. The Madhyamodicyava is formed by the Gandhari,
the Paifcami, the Dhaivati and the Madhyama.

61. The Ra.fxta.gﬁndhﬁri is formed by the four: the
Gandhari, the Paficami, the Naisadi and the Madhyama.

52. The Andhri is formed by the Gandh&ri, and the
Arsabhi!, The Nandayanti is formed by the G&ndhari, the
Paiicami and the Arsabhi. '

(47) *The constitution of modified Jatis, has been given in Bd. in
a slightly different language (pp. 54-55). The passage appears there as” a
quotation from Bharata, though actually it has been re-written. See
also SR. L. 7. 10-16. ?See note 1 above.
(52) 'Cq reads Sadji instead of Arsabhi. But Bd.. read (p. 54
« WV WG ATl T ¥xa.  See also SR. L. 7, 19
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63. The Gandharapancami is formed by the Gandhari
and the Paiicami.

53-54. 'The Karmaravi is formed by the Naisadi, the
Arsabhi and the Paficam, and it is heptatonic (lit. full).

The Kaisiki is formed by the Sadji, the Gandhari, the
Madbyama, the Paficami and the Naisadi (lit. the pure Jatis
except the Dhaivati and the Arsabhi).

55. These are the distinet Jatis growing out of mutual
combination of notes in the two Grimas.

The Number of Notes in the Jatis of the two Gramas

66. Of these the four heptatonic (saptasvara) and the
ten pentatonic (paficasvara) and the four hexatonic (satsvara).,

Jatis in the $adja Grama : The Heptatonic Jatis

57. [Of these] the Madhyamodicava, the Sadjakaisiki,
the Karmaravi and the Gandharapaficami are heptatonic (lit.
full) Jatis',

The Pentatonic Jatis

58-60. The Gandhari, the Raktagindhari, the Madhyama,
the Paiicami, the Kaisiki, the five [Jatis] in the Madhyama
[Grama), the Arsabhi, the Dhaivati, the Naisadi, the Sadja-
madhyama and the Sadjodicyavati, [the five Jatis] in the
Sadja Grima, are the ten pentatonic Jatis.

The Jatis in the Madhyama Grama : The Hexatonic Jatis

60-61. The Gandhéarodicyava, the Nandayantl and the
Andhri, [the three Jatis, in the Madhyama Grami, and the
Sadji alone in the Sadja Grama, are hexatonic.

62. The Jatis (lit. those) which have been described as
pentatonio and hexatonic. may on rare occasions be changed
respectively into hexatonic ( sadavibhata) and pentatonic
(audavikyrta)'s

(56) See Bd. 188 (p. 55) ; SR. L. 7. 18.
(57) 1See Bd. 189 (p. 55).

(58-60) See Bd. 192, 191, 190 (p. 55).
(62) 'See Bd. 194, 195 (p. 55).

8
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The Heptatonic Jatis

63-64. The Karmaravi, the Madhyamodicyava and the
Gandharapaiicami are the heptatonic (lit. full) Jatis in the
Madhyama Grama, and the heptatonic Jiti in the Sadja
Grima is the Sadjakaisiki. 64-65. (4 variant of 60b-61a.)

Amfas in the Jatis

65-69. So much about the Jitis in the two Gramas. I
shall now describe their different Amsas.

The Sadjamadhyama should have no hexatonic treat-
ment including Nisada (lit. the seventh), and there should be
no Gindhara there, because of an elimination of its Consonant
note ; and the Gandhari, the Raktagandhari and the Kaisiki
should have no Paiicama, and the Sidji should have mno
Gandhara, and the Sadjodicyava no Dhaivata in their hexa-
tonic treatment. These seven [notes] are to be discarded in
connexion with the hexatonic treatment of the Jatis named,
because of the elimination of their Consonant notes. .

69-71. The Gandharl and the Raktagandhari Jatis
should have no Sadja, Madhyama, Paiicama and Naisada
in their pentatonic treatment, and the Sadji and the
Madhyama respectively should have no Gandhara and Nisada,
and the Paiicami no Rsabha, and the Kaisiki no Dhaivata in
their pentatonic treatment. These are the twelve notes
which should be discarded in the pentatonic treatment.

72-73. Hence these Jatis should always be without
pentatonic treatment. From the Jatis any of (lit. all) the
notes may be left out ; but Madhyama should never be left
out. For the great sages who chanted the Samans, expressed
an opinion in the Gandharvs Kalpa that Madhyama the best
of notes, is indispensible (lit. imperishable).

The Characteristics of the Jatis

74. Ten characteristics of the Jatis are: Graha,
Amsa, Tara, Mandra, Nyasa, Apanyisa, Reduction, (alpatva),

(74) 'This and the following nine terms have been defined below
(75]). A later writer adds the Antaramirga, Samnyasa and Vinyasa to
these, and fnake the number thirteen (MM. pp. 36-37).
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Amplification (bahutva), hexatonic treatment (sadava), and
pentatonic treatment (audavita).

The Graha

76. 'Grahas have been like the Amsa of all the Jatis.
That note which is taken up in the beginning [of a song] is
the Graha, and is an alternative’ term for the Améa.

The Amfa

76-78. The ten characteristics of the Amsa' are [as
follows] :—

The Amsa [is that note in the song] on which its charm
(rdga) depends, and from which the charm proceeds ; it is the
basis of the variation into low (mandra) and high (tara)
pitches depending on the [first] five notes (paficasvarapara), and
in the combination of many notes it is perceived promi-
nently (atyartham), and Smoreover other strong notes may be
to it in relation of Consonance and Assonance, and it is

(75) 'The Graha is the note in which the song begins. Matanga says
et e dmet v (Bd. p. 66). e enfadt oG @ v @ WA (wrongly
ascribed by GS. to SR.) ; 7% @t @ Yarl # Nt gafda | aWamay (The last
two passages are quoted in GS. I. p. 121). F. Strangway’s suggestion is
that the term possibly means ‘clef’, though some writers differ from him,
(See MM. pp. 12-13). But this view seems to be right, because the Graha
and the Amfa are taken as synonymous by SR. See Sbh. and Kn. on.
SR I 7. 29-34. For a further discussion about it see GS. L pp. 66-67,
121 and GS. IL p. 21. The assumption of a rulg of the Graha as well
as of the Nyasa with regard to the Ragas only, seem however to be
erroncous. These two relatemerely to songs in general (see GS. I. pp.
67, 121).

3See below note 1 on 76-78.

(76-78) 1This Amsa has been rightly compared to the Governing
note or the Key-note of the Western music. It is also called Vadin
(Sonant) note and is the basis of the melodic structure of a song (gita).
For more about the term see GS. II. pp. 21, 29, 113, 117.  See also above
note 1 to 75. Though the Graha and the Amsa are synonmous, there is
a distinction between the two. On this Kn. says, a@'st 4% s waaRdn
glww ey yve AT Y e W fdy v N, swd—uveinfadueg AW a1 S
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related to the QGraha, Apanyasa, Vinyisa’ Samnyasa’® and
Nyasa [notes], and it lies scattered throughout the song.
Amsas of the Jatis

79. The Jatis in the two Gramas have always sixtythree
Amsas as well as Grahas. We shall now discuss the rule
about the Amsa and the Graha [in relation to the Jatis].

80. Pancama is the Améa and the Graha of the Madhya-
modicyava, the Nandayanti and the Gandharapaficami
Jatis.

81. Dhaivata and Rsabha are the Amséa and the Graha
of the Dhaivati Jati. Rsabha and Paficama are the Améa
and the Graha in the Paficami Jati.

82. Sadja and Madhyama are the Amsa and the Graha
in the Gandharodicyva, Rsabha, Dhaivata and Nisada are
the Amsa and the Graha of the Arsabhi.

t3-84. Rsabha, Gandhara, and Nisada are the Amsa
and the Graha of the Naisadi. ¢

Sadja, Gandhira and Paficama are the Améa and the
Graha ‘of the Sadjakaisiki, Thus have been described [the
three Amséas] and ths Grahas of the three Jatis.

84-85. Sadja, Madhyama, Dhaivata and Nisada are the
four Amsas and the Grahas of the Sadjodicyavati.

&5-86. Rsabha, Paficama, Dhaivata and N isida are the
four Amsas [and the Grahas] of the Karmaravi.

86-87 Rsabha, Gandhara, Paficama and Nisada are
the four Amsas and Grahas of the Andhri.

afemdy v, Wi g azefeageandtfa aave: sfr 1 A waws (p- 56) s wrZm
9% vy arnfzdzfnregfay vfa (on SR. 1. 7. 29-34). On the etymological sense

of the term Sbh. says 7y wow weinwRawE ¢ v W ewd ; weafy =fa
Ui nameR | W@ wdagaen (on SR. 1. 7. 32-34).

‘Améa’ in a few places has its varjant as amga which seems to be the
original form of the term. ‘Amga’ note means the note which is an

essential requisite or component of the song. For this meaning see Apte
sub voce.

2See below note 1 of 101-105.
3See below note 1 of 101-105.
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87-88. Sadja, Rsabha, Madhyama, Paficama and Dhai-
vata are the five Amsas and the Grahas of the Madhyama,

88-89. Sadja, Gandhara, Madhyama, Paijcama and
Dhaivata are the [five] Amsas and the Grahas of the Sadjl.

89-90. Rsabha, Gandhara, Madhyama, Paficama and
Nisada are the [five] Améas and the Grahas of the Gandhari
and the Raktagandhari. ‘

90-91. All the notes except Rsabha are the six Amsas
[and the Grahas] of the Kaisiki.

All the notes are the seven Amdéas and Grahas of the
Sadjamadhyama. These are the sixtythree Amsas and Grahas
in the Jatis, Amsdas are always Grahas in all these Jatis,

92-93. Groups (gana) of all these Jatis are made up of
three of them. They are always to be arranged (lit. known)
as consisting of increasing [number of] notes in ascending
order, such as those of one note, those of two notes, three
notes, four notes, five notes, six notes and seven notes.

The High Pitch Movement

The High pitch movement (¢aragati) depending on the
[first] five notes, e.g.

94. The raising of the pitch from the any of the Amsa
[notes] should be up to the note fourth from it, or it may be
to the fifth note even, but not to any beyond it.!

The Low Pitch Movement

Three kinds of the low pitch movement : that depending
on the Amsa, on the Nyisa, and on the Apany3sa.

(94) 'Kn. gives the method of raising the pitch as follows.

TEIATHATAY WA AW A MR a9q. g aws o e o way
afgar faae ey wEAiT A AARIT A TULIC @O | AERAR- - ACAGAGORE
awfef AR 1A @Y qUREd Ao wdERked ) weweR g aee-
quwil aenfend g | W woege @y fawee @ik (on SR. L 7. 35-
36).
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95. There is no pitch lower than that of the Améa
[notes] ; in the Nyasa such a pitch will be separated by two.
notes, and when the Gindhara is the Graha and the Nyasa,
Rsabha and Dhaivata are seen [to bear a low pitch].

Reduction and Amplification

Reduction (alpatva)’ is of two kinds : that due to skipping
over (lamghana) a note, and that due to non repetition of the
same. Among these two (lit. there) the Reduction [of notes]
due to skipping over, [leads to] the hexatonic and the penta-
tonic treatment of the Amsas of songs, when they reach
the Antaramarga’ ; and the Reduction of notes due to their
non-repetition, consists of enunciating them once according
to the Jatis [in which a particular songs is to be sung].

The Amplification

The Amplification (bakutva)* is the opposite of the
Reduction. Likewise the Movement® (samcara) of the other
notes which are strong, is of two kinds.

96. The Reduction as well as the Amplification always
occurs from convention (lit. early fixation) in relation to
[particular] notes of the Jati, and the Reduction is of two
kinds.

(95) ! The translation is tentative. For the method of lowering pitch
given in SR L 7. 34-37 see Sbh.’s comment thereon (GS. II. pp. 113.124).

2 Alpatva (Rcductior.l) of a note is qualitative as well as quantitative.
The former is skipping over or very lightly touching the note, and the
latter is its non-repetition (See GS. II. p. 79).

*The Antaramarga has been taken as an additional characteristic of
the Amsa. But this is no addition to the definition of the term given in
NS., but an amplification of the same. See SR. I. 7. 30, and Kn.’s
comment thereon.

¢ Bahutva (Amplification) is also of two kinds: (a) qualitative i.e.
the note being perfectly (i.e. most audibly) produced and (b) quantitative:
i.¢. the note being repeated in many ways (See GS. IL p. 79).

& The tramSlation is tentative.
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97. The Movement (samcara) of notes relates to the
strong Amsa notes, and the Reduction to the weak notes.
[These are] the two treatment of the Antaramargas which
gives character to the Jatis.

The Hexatonic Treatment

Hexatonic treatment (sadavita) relates to six notes [in
a Grama). They are of fourteen kinds and have fortyseven
subdivisions. These have been described before in their
Jatis and Améas.
The Pentatonic Treatment

98. The pentatonic treatment relates to five notes
fin a Grama] and is to be known as being of ten kinds. Its
subdivisions are thirty and have been mentioned before.

99, [Groups of] six notes as well as of five notes have
their application. Similarly [groups of] four notes also have
their uses in the Avakrsti Dhruvas.

The Nyasa and the Apanyasa

Now about the Nyasa'. It occurs at the conglusion of
the song (lit. limb) and is of twentyone kinds. The Apany3isa
similarly occurs within the song’ (ht limb)? and is of ﬁfhy-
six kinds,

100, The Nyasa at the conclusion on the song (lif.
limb)' should be made of twentyone kinds, and the Apanydsa
ocourring within the song is of fiftysix kinds.

(97) YThat is, anuvadin and samvadin notes to it. 2See 58 60-61 before.

(98) !See 58 before.

(99) 'The Nyasa has been compared to Cadence of the Western
music. See GS. II. pp. 35, 118. Some later writer connects the Nyasa
with Rigas : meatyg few @ a5 twewms: (wrongly ascribed by GS. to SR.) ;
while the rest take this in connection with songs in general and not
mcrely to Jatis. e.g. A ganfigmne: (SR. L. 7. 38) ; mig: mﬁumwmm
(avred, 146).

2The Apanyasa note occurs at the conclusion of each division
(vidari) of the song. Matanga says on this point : ¥ € vegwmg wefir wafa,
Mt vl Nww: | g gw gEwfen M faweR Qe 8 v frifedr s
Mamdrg vew.  See also GS. IL p. 118.

(I00) *The emendation of the text, should be cancelled.
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Jatis with their Characteristics

101-102. T have thus spoken properly of the charateris-
tics of the Jatis'. I shall now speak of their Nyisa and
Apany3isa.

The Sadji

103-104. In the Sadji Jati, the Amsa is of five notes
[of the Grama], Nisida and Rsabha being excluded. Its
Apanyisa is Géndhara and Paficama, and Nyésa Sadja, and
Nisada (lit, the seventh) should be dropped from it. Its.
hexatonic treatment should exclude Nisada (lit. the seventh).
In it, Dhaivata and Nisada should be reduced ; and Sadja
and Gandhara as well as Dhaivata and Sadja should move
together, and Gandhara should be amplified.

The Arsabhi

105-107. In the Arsabhi Jati, the Amséa is Rsabha,
Dhaivata and Nisada. These are its Apanyisa, and the
Nyasa is known as Rsabha. Skipping over Paficama in the
ascending scale will be its‘Reduction giving rise to a special
hexatonic treatment. Its [ordinary] hexatonic treatment
will exclude Nisada, and the pentatonic treatment Paiicams.
In it, the moving together of the Dissonant notes has been
prescribed.

(101-105) 'But the Vinyasa and the Samnyisa mentioned in 76-78
above, have not been defined or explained. It is possible that the passages
treating these items, have been lost. The Samnyasa is the closing note of
the first division of a song, and is not vivadin to the Améa. According to
Matanga, vae fiqr®t qm 2 waft newfageived afz wgw wafn az 9am wqred
(Bd. quoted by Sbh. comm. on SR. I. 7, 51-52). The Vinyasa is the
closing note of the padas in a division of the song, and it is samvadin or
anuvadin to the Amsa. According to Mat.figa q ux § swewd ag1 ag
fimed a1 fiwme: | wa inm daage) ar qgferE waMgrme (on SR. I. 7, 47-51).
SR. defines the Vinyasa as follows : famig: g3 s @ fgrowreaqzame
safired (1. 7. 48). Kn. explained it follows : figwl wwaify seiearafigma wmw
ameErNdamengtT g3 vt Ant @egzammt md fsafasa xfy (on SR. L 7,
48). o
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The Dhaivati
108-110. In the Dhaivati Jati the Amsa is Rsabha and
Dhaivata, the Nyasa Dhaivata, the Apanyisa Rsabha,
Madhyama and Dhaivata, and the pentatonic treatments will
exclude Sadja and Paificama, and the hexatonic treatment
Paiicama [only]. In it the two (the pentatonic and the
hexatonic treatments) should be in an ascending scale, and
Nisada and Rsabha should be skipped over and Gandhara

should be amplified (lit. made strong).

The Naisadi

111-112. In the Naisadi Jati the Améa is Rsabha,
Gindhéra and Nisada, and the Apanyisa the same, and the
Nyasa Nisdda, Its hexatonic and pentatonic treatments will
be like those of the Dhaivati. And similar is its skipping over
(Reduction) of notes, and strong notes (i.e., their ampli-
fication).

The Sadjakaisiki

112-114. Inthe Sadjakaisiki the Améa is Sadja, Gindhira
and Paficama, the Apanyasa Sadja, Paficama and Nisada, and
the Nyasa Gandhdra, No note will be omitted from it.
Hence itis called a complete [Jati]l. In it Rsabha and
Dhaivata should be weakened (i.e., reduced).

The Sadjodicyava

116-117. In the Sadjodicyava Jati, the Améa is Sadja,
Madhyama, Dhaivata and Nisada, the Nyisa Madhyama,
and the Apanyisa Sadja and Dhaivata." The Améa notes
here are prescribed to come together (sam-car) with one
another. Its pentatonic treatment excludes Rsabha and
Paifcama, and the hexatonic treatment Rsabha, And
Gindhara should be made strong (i.e., amplified),

The Sadjamadhya
118-120, In the Sadjamadhyi (-madhyama) Jati all the
notes [in the Grama] are the Améa; the same are the
Apanyssa. Its Nyasa is Sadja and Madhyama, and the
pentatonic treatment is wanting in Gandhars atid Nisada,

4
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(lit. the seventh), and the hexatonic treatment in Nisada.
Coming together (sam-cara) of all its notes have been prescribed.

120-121. These are the seven Jatis depending on the
Sadja Grama. I shall now speak of those depending on the
Madhyama Grama.

The Gandhari

121-123. In the Gandhari Jati the Amsa will be the
five notes [of the Griama] Dhaivata and Rsabha being
excluded, and its Apanyasa Sadja and Paficama, and the Ny&sa
Gandhara. Its hexatonic treatment excludes Rsabha, and
the pentatonic treatment Rsabha and Dhaivata. [Besides
these] they (i.e., Rsabha and Dhaivata) should be skipped over
and Rsabha should always go to Dhaivata', and Sadja and
Madbyama should be amplified in it.

The Raktagind{léri

124-126. In the Raktagandhari all the characteristics,
such as the Nyasa, the exclusion of notes in hexatonic and
pentatopic treatments, and the Amsa will be like those of
the Gandhari. Its Dhaivata and Nisida should be amplified
(lit. treated as strong), 'and Gandhara and Sadja will come
together (sam-car) with notes other than Rsabha, and its
Apanyasa should be Madhyama.

The Gandharodicyava
126-127. In the Gandharodioyava the Amsa is Sadja
and- Madhyama. There is no pentatonic treatment in it.
Its hexatonic treatment will exclude Rsabha., Its Reduction,
Amplification, Nyasa and Apanyéasa will be like that of the
Sadjodicyavati.

The Madhyama
128-130. In the Madhyama the Amséa is Sadja, Rsabha,
Madhyama, Paiicama and Dhaivata, and they are the
Apanyasa, and the Nyasa is Madhyama. The two notes of
two Srutis (i.e., Gindbira and Nisada) are to be weakened, and
its pentatonic treatment excludes Gandhara and Nisida,
while its hexatonic treatment excludes Gandhara. In it the
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Amplification of Sadja and Madhyama, and weakness (Reduc-
tion) of Gandhara have been prescribed.
The Madhyamodicyava
131. In the Madhyamodicyavi Jati the Améa is
Paifcama. The rest of the rules, is similar to those of the

Gandharodicyava.
The Paficami

132-134. In the Paficami, the Améa is Rsabba and
Pajicama, the Apanyasa is Rsabha, Paficama and Nisada,
the Nyasa is Paficama ; Rsabha and Madhyama are dropped
from it. The hexatonic and pentatonic treatments in it
should be as in the Madhyama, And Sadja, Gandhira and
Madhyama should be made weak (i.e., reduced), and
Madhyama and Rsabha should come together (sam-car) in it
and go to Gandhira, and Nisada should also be made weak

(i.e., reduced).
The Gandharapaficami

136-136. In the Gandharapaficami, the Amda is
Paiicama, the Apanyisa Rsabha and Paiicama, the Nyasa
Gindhara. and no note is wanting in it. Gandhara and
Paficama in it come together.

The Andhri

137-139. In the Andhri, the Améa consists of four notes
such as, Rsabha, Paficama, Gandhara and Nisada, and similar
is its Apanyasa. Its Nyasa is Gandhara and the hexatonic
treatment is free from Sadjs, and in it Gandhara and Sadja
come together. [Besides these] its Dheivata and Nisada
should be amplified in an ascending scale, and Sadja should
be skipped over (i.e., reduced) there should be no pentatonic

treatment of it.
The Nandayanti

140-143. In the Nandayanti the Améa is always
Paficama, the Apanyasa Madhyamsa and Paificama. In the
hexatonic treatment it excludes Sadja which should be
skipped over (i.e., reduced). Notes coming together (sam-cara)
in it are like those in the Andhri. And Rsabha also should
be skipped over, and there should be the low pitch (mandra-gati)
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there, and Sadja should be in the high pitch and it should
not be in & descending scale (lit. go backward). Its Graha
should be Gandhira and the Nyasa also the same.

The Karmaravi

148-145. In the Karmaravi the Améa is Rsabha, Paiicama,
Dhaivata and Nisada, and the same are its Graha. The
Apanyisa is [also] the same, and the Nyisa is Paficama,
and no note is left out. Notes other than those in the Amsa
are strong (i.e., are to be amplified) and Gandhara comes
together with all other notes.

The Kaisiki

146-149. In the Kaisiki Jati the Amsa consists of all
the notes [in the Grima] except Rsabha, and these are the
Apanyssa, and the Nyasa is Gandhara and Nisada, but when
the Dhaivata and Nisida are the Amsa in it Paiicama
will be the Nyasa. In it Rsabha is weak and it is skipped over,
and sometimes Rsabha will be its Apanyasa.

Its hexatonic treatment excludes Rsabha, and the
pentatonic treatment Rsabha and Dhaivata. Sadja (lit. the
first) and Paiicama are strong notes (i.e,, should be amplified)
in it. And Rsabha should be weakened and it will be specially
skipped over, and coming together (sam-cara) of notes should
be as in the Sadjamadhyama.

160-151. These are the Jatis with their ten characteris-
tics. These should be applied in the song (pada) with
dance movements (Karanas) and gestures suitable to them
(lit. their own). I shall now speak of their distinction in
relation to the Sentiments (rasa) and the States (bhava).
Listen about the manner in which they are to be applied in
particular Sentiments. -

Here ends the Chapter XX VIII of Bharata's Nityasastra,
which treats of Formal Aspects of the Instrumental Music.



CHAPTER TWENTYNINE
ON STRINGED INSTRUMENTS

Application of Jatis to Sentiments

1. The Sadjodicyavati and the Sadjamadhya should be
applied in the Erotic and the Comic Sentiments respectively
because Madhyama and Paiicama’' are amplified in them.?

2. The Sadji and the Arsabhi should be applied in the
Heroic, the Furious and the Marvellous Sentiments after
making [respectively] Sadja and Rsabha their Graha note'.

8. The Naisadi with (lit, (in) Nisada as its Améa note,
and the Sadjakaidiki with (lit. in) Gandhara (as its Améa
note] should be the Jati sung (lit. made) by expert singers'
in the Pathetic Sentiment.

4. The Dhaivati' with (lit. in) Dhaivata as its Améa
note [is to be applied] in the Odious and the Terrible
[Sentiments]. [Besides this] the Dbaivati is applicable in

(1) ! The notes marked out for amplification are the Amsa notes of
the Jatis (See 15 below). In the present case, Madhyama only is the
Amsa note of the Sadjodicyavati (°cyava), and while both Madhyama
and Paficama are such notes to the Sadjamadhya. See XXVIII, 84, 91.

2 As songs included in the performance of a play, were to serve its
principal purpose which was the evocation of Sentiments, the author
discusses here how Jatis can be applied for this purpose. The seven notes
which have already been assigned to different Sentiments (XIX. 31-40),
played an important part in this connexion. All thesc ultimately led to
the formation of the Ragas of the later Indian Music, in which the
particular melody-types were meant not only to create a Sentiment appro-
priate to a situation in a play, but also to act on the hearers’ emotion in
such a way that they might experience in imagination the particular situa-
tions described in isolated songs as well.

(2) ! Sadja and Rsabha are respectively included into the Graha
notes of the Sadji and Avsabhi Jatis. See XXVIII. 88, 89, 92.

(3) ! Nisada and Gandhara are respectively included into the Amsa

.notes of the Naisadi and the Sadjakaisiki Jatis. See XXVIII. 83-84.

(4) ! Dhaivata is included into the Amsa notes of the Dhaivati Jati.

See XXVIII, 81.
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the Pathetic Sentiment?, and [similarly] the Sadjamadhya
is to be applied in connection with madness.

5. The Jatis should be made in the application of
Dhruvss by the producers, after [very carefully] considering
the Sentiments, the action and the States [in a play].

6. These are the Jatis of the Sadja Grama known to
the wise. I shall now speak of the Jatis of the Madhyama
Grama.

7. The Gandhari and the Raktagindhari, when they
have Gandhara' and Nisada as their Amsa notes, should be
applied in the Pathetic Sentiment.

8-9. In the Erotic and the Comic Sentiments, the
Madhyama, the Paiicami, the Nandayanti, the Gandhari, the
Pajicami and the Madhyamodicyava Jitis with Madhya.ma,
and Paiicama amplified, should he applied.

9-10. In the Heroic, the TFFurious and the Marvellous
Sentiments, the Karmaravi, the Andhri and the Gandharo-
dicyava, with Sadja and Rsabha as their Amsa notes, should
be applied. And in the Odious and the Furious Sentiments
the Kaisiki with Dha.iyata ag their Amsa note, should be
applied.

11. Only the Sadjamadhya is the Jati which can
accommodate all the Sentiments. All notes [of the Grama]
may be its Amda and these have been dealt with in the
rules of [dramatic] production.

12. When a note [representing a particular Senti-
ment] is prominent (lit. strong) in a Jati, the producers,
in regard to the production of such a Sentiment should
combine the song with it, ie., should give it prominence
there.

2 As Giandhira and Nisada are not‘Amsa notes in the Dhaivati, it is
not clear how this Jati can be applied in the Pathetic Sentiment.
Cf. XIX. 38-40.

(7) 'Ga and ni are included into the Amsa notes of both the
Gandhari and Raktagandhari Jatis, See XXVIII. 89-90.

(8-9) 'Ma and pa are included into the Amsa notes of the Madhyama
Paficami, Gandharapaficami and Madhyamodicyava Jati. See XX VIII. 80.
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13-14. [For example,] a song in the Erotic and the
Comic Sentiments should abound in many Madhyamas and
Paficamas (i.e., should be Jatis containing these notes in
profusion), and in the Heroic, the Furious and the
Marvellous Sentiments, songs should be made with many
Sadjas and Rsabhas., And the song in the Pathetic Benti-
ment should be full of many Gandharas and Nisadas (lit.
the seventh). Similarly a song in the Odious and the
Terrible Sentiments should have many Dhaivatas.

15. In all the Amsis, these notes are to be applied
according to rules with the suitable Kakali and Antara-svara,
and are to be made specially strong.

16. These Jatis relating to the dramatic performance,
should be known by the wise. Now, listen about the notes
prescribed in the instrumental music.

16ka-kha. The notes Madhyama and Paifcama are to be
produced in the Comic and the Erotic Sentiments, Sadja and
Rsabha in the Heroic, the Furious and the Marvellous Senti-
ments, Gandhira and Nisada in the Pathetic Sentiment, and
Dhaivata is to be produced in the Odious and the Terrible
Sentiments. I shall speak after this on the characteristics
of the Varnas' and the Alamkaras?

The four Varnas

17-18. The Varnas' on which the Alamkaras® depend
are of four kinds, viz. ‘Ascending’ (arohin)* ‘Descending’

(16-16kha) 'Sce below note 1 on 17-18. 2See below note 1 on 23-28.
(17-18) ! The Varna mcans the production of notes in a particular
way i.e, in a particular order, pitch or with a particular grouping. SR,
defines the term as wfatwd 7wy (1. 6. 1) In cxplaining this Sbh, says
QUU AFACRHITY A T Swrafed araq | & sune Awd.  But he also
adds the view of Mataiga as follows : ga ®m? setfer @ wnmy ( Wit ¢ )

gfea: | cawd fed 11 @ @9 a9 ewR® 1 The Varnas are used to make up the ..

Alamkaras (see below 23 fI) It is probably this term which we meet
with in Kalidasa ( seafzar aqufiuw’ atf, $ak. V).

2 See below note 1 on 23-2.
3 See below note 1 on 18-19.
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(avarohin)* ‘Monotonic’ (sthayin, lit. staying)’ and ‘Mixed’
(samearin, 1it. moving together)".

18-19. The Varna in which the notes go up [in the
scale], is called Ascending' and in which they go down
[in the scale], is called Descending®’. The Monotonic Varna
is that in which notes are the same and are equal [in pitch]’,
and when the various notes come together they constitute
what is called a Mixed Varna.*

20. These four Varnas having [clearly] defined aspects,
are taken (lit. born of) from the human (lit. physical) voice
and they relate to the quality of the three voice registers

(sthana).
21. When a regular (lit. having a characteristic) song

(pada) adds [at least] two Varnas to it, then the Varnas' give
rise to Sentiments.

22. Thess four Varnas are to be known as applicable
to songs. Now listen properly about the Alamkaras which
depend on them.

‘ The Thirtythreec Alamkaras

23-28. The Alamkaras' are : Prasannadi, Prasanninta,
Prasanniadyanta, Prasannamadhya, Sama, Bindu, Venu,
Nivrtta-pravrtta?, Kampita, Kuhara, Recita, Prenkholitaka,

4 See below note 2 on 18-19.

5 See below note 3 on 18-19. ¢ See below note 4 on 18-19.

(18-19) ! Example : sa ri ga ma pa dha ni.

2Ex: nidha pa ma ri sa.
3 Ex: sasa*sasa or ma ma ma etc.
4 Ex : sari ga ga ri sa, ri ga ma ma ga ri etc.

(21) ! Varnas embellishing the notes of a song seems to enhance
its power of evoking Sentiments.

(23-28) ! The Alamkira known in later writing also as Varna-
lamkara, Svaralamkara or Mirchanalamkara, was evidently means to
embellish songs. It seems that without these proper Alamkaras a song
remained merely a chant, and authorities differ very much among them-
selves about the number and definitions of the different Alamkaras. See
below notes on 43 ff : also GS. pp. 124ff. |

? Written in N§. as two words (Nivrttah Pravrttah), but this is
probably an error. Cf. SR (1. 6. 47) where we have Samnivytta-pravyttah.
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Mandrataraprasanna, Téramandraprasanna, Frasvéra, Pra-
sida, Udvahita, Avalokita, [Krama,] Niskujita, Udgita, Hrada-
méina, Raiijita, Avarta, Parivartaka, Udghattita, Aksipta,
Sampradana, Hasita, Humkara, Sandhipracchadana, Vidhiina’,
and Gatravarna.
The Monotonic Alamkaras
29-30. The Monotonic Alamkaras' are : Prasannidi,
Prasanninta, Prasannidyanta, Prasannamadhya, Sama?
Recita, Prasvara’ and Prasida. Listen again, about the
Alamkaras depending on the Mixed Varnas.
The Mixed Alamkaras

31-32. Mandrataraprasanna, Bindu,  Prenkholita,
Nivrttapravrtta, Recita, Kampita, Sama, Kuhara, Venu,
Raiijita, Avalokita, Avartaka and Parivartaka are of the mixed
class',

The Ascending Alamkaras

33-34. The Ascending Alamkiras' are: Niskdjita,
Humkara, Hasita, Bindu, Recita, Prenkholita, Aksipta,
Vidhiina, Udghattita, Hradamana, Sampradina, °Sandhi-
pracchadana, Prasannadi and Prasanninta,

The Descending Alamkaras

35. The Descending Alamkaras' are Vidhiina, Gatra-
varna, Udvahita, Udgita and Venu.

3 Written in some versions of NS. as Vidhiita also.

(29-30) 1See Bd. (125-126) SR. has under this head two different
names with different definitions. :

2 SR. (1. 6. 5-6) has Krama in its place.

3 SR. (loc. lit.) has Prastara in its place.

(31-32) !See Bd. (128-129) omits Nivrttapravrtta, Recita, Kampita
and Sama ; this seems to be due to the loss of a hemistich in the text. SR.
(I. 6. 26-29) has twentyfive names under this head, and they have been
differently defined.

(33-34) 'See Bd. (130-131). Though some names are in a corrupt
form, this text seems to follow NS. SR. (I. 6. 14-15) gives thirteen names
and the common names have different definitions.

(35) 'See Bd. (132). SR (1. 6. 26) has the same names here as under
the previous head (arohi-varpa), but with a direction that the notes areto
be produced in these in descending order (avaroha-krama). ¢

5
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36. These Alamkaras attached to songs of seven'
forms, should be known to the wise. These [however] are
not generally used (lit. desired) in the Dhruvis?, because of
their giving prominence to the Varnas of Jatis [which are
not used there].

37. Alamkaras, such as Bindu and Venu, are not to be
used in their own measure (pramana) while they are applied
in the Dhruvis.

38-39. For the Dhruva conforming to the meaning of
the play, is to suggest its meaning, while the Varnas (i.e.,
Varpalamkara) are to soften to (lit. weaken) the pada'. Now
listen about the Varpas which are [commonly] used.

39-43. [The Alamkaras] such as Prasannadi,
Prasannanta, Prasannadyanta Prasannamadhya, Bindu,
Kampita, Recita, Tara, Taramandra, Taratara, Prenkholita,
Mandra, Mandratara, Sama, Nivrttapravrtta, Prasida, Apanga,
Avaloka and Venu, belong to all the Varpas', and all the
Varnas except the Monotonic ones, have their use [in songs]
Next I shall describe the characteristic’ of the Alamkaras
arising from the Varnas.

(36) 'This relates to the seven very old types of songs such as,
Madraka, Ovenaka, Aparantaka, Prakari, Ullopyaka, Rovindaka and
Uttara (NS. XXXI. 220-221 ; SR. V. 58). Some authorities add seven
more names (SR. V. 59.)

21t appears from this that the Dhruvas were a kind of chant, an
early form of songs.

(38-39) 1This again shows that the Dhruvas were a kind of chant.
For according to this passage, the Varnas (i.e. the Varnalamkaras) made
the words (pada) of the song obscure by softening them.

(39-43) 'See Bd. (133-135) seems to be corrupt and it omits some
names from the list. SR. has nothing analogous.

2The monotonic Varnas are in general use, while the rest are to be
used only to give special character to a song. )

3These characteristics as defined in later works such as SR. (I. 6.
9ff.) vary from that given in NS.
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The Definition of the Alamkaras

Prasannadi‘—that in which a note rises (lit. becomes
brilliant) gradually [from the low pitch].

44. Prasannanta' this (Prasannadi) enunciated in the
reverse order.

Prasannadyanta’—that in which the beginning and
the ending notes are in a low pitch {and the middle one is in
high piteh].

45. Prasannamadhya'—when note in the middle is
of low pitch [but notes in the beginning and in the end are
in high piteh],

Sama’—that in which a note repeats itself in the same
pitch and is equal in all [parts].

46. Bindu'—when a note of one Kala of low pitch
after touching high pitch comes back [to its original pitch].

Nivrttapravrtta’—[when a note of one Kala of high
pitch], after touching low pitch comes back to its original
pitch,

47. Venu'—that in which the tempo (/aya) is play-
like.

Kuhara’— that in which notes (lit. the wind) being in
the medium pitch (lit. stopped in the vocal passage) are (in
a play-like tempo).

4The definitions of the Alamkaras are not always very clear. But
with the help of Bd. which in many matters seems to be in general
agreement with NS, they may be rightly interpreted. It is a pity
that the former work has not been properly edited.

See D. 100-101 ; Bd. pp. 35, 47. Besides in these places, Bd. quotes
verbetim though in a corrupt form, the definitions of Alamkaras in
140-169 (pp. 44-47). These have been referred to in the foot-notes to
the translation whenever necessary.

(44) 'See D. 101 ; Bd. ibid.

2 See D. 101 ; Bd. ibid.

(45) ! See D. 101 ; Bd. ibid.

2 See D. 106 ; Bd. pp. 36, 47.

(46) ! See D. 102-103 ; Bd. #bid.

2 See D. 103 ; Bd. ibid.
(47) ! See Bd. ibid. ? Bd. ibid.
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48. Recita'—trembling notes of three Kalds in high
pitoh (lit. in the head).

Kampita’—trembling notes of three Kalas in low pitch
(lit. in the breast).

49-50. Prenkholita'—that in which the notes ascend-
ing and descending ocour [in each Kala].

Tara—'a note of medium pitch (lit. in the throat).

Mandra—a note of low pitch (lit. in the breast).

50-51. Taratara—-a note of high pitch (lit. in the
head)'.

Taramandraprasanna’—when (in a Kald the fourth or
the fifth note gradually falls (lit. assumes low gait) from a
high pitch.

51-52. Mandrataraprasanna'— when in [a Kala of] four
or five notes they gradually rise to a high pitch from a low
one after skipping over other low notes.

Prasvara’—when [in a Kala], a note ascend gradually by
one note.

53, Prasida'—when in a Kala, notes descend gradually
by one note.

Apangika’—when ih a Kala, notes come together (i.e.,
once ascend and once descend).

(48) ! See D. 107 ; Bd. ibid.
" See D. 107 ; Bd. ibid.
(49-50) ! See D. 104 ; Bd. pp. 37, 47.
2 The NS. has the name of pitches as mandra (low), madhya
(medium) and tara (high, lit. loud). But in the passage in hand it has
mandra (low), tara (medium, lit. loud), taratara (high, lit. extra-loud) in
their places ; cf. D. 8. It is not apparent why the term madhya (medium)
has been given up here. See XIX. 45 ff; 58-59 ff. 3 See note 2 above.
(50-51) ! See note 2 or 49-50 above.
2 See D. 104-105 ; Bd. pp. 37, 47.

(51-52) ! See D. 105-106 ; Bd. ibid.
2 Bd. (p. 37, 48) has Prastara (perhaps wrongly) for Prasvara.

(53) ! See Bd. pp. 38, 48.
24Bd. ibid. om. Apangika.
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54. Udvahita'—when in a Kala two consecutive notes
ascend, and two such Kalds make one unit.

55. Avalokita (-loka)—when in the Udvahita the
repeated Kalds are in the descending scale.

Krama?—when successive Kalas include one two, three,
four, five, six, seven censecutive notes which ascend.

56. Niskajita'- containing Kalas in which notes after
ascending to the note following the one next to it, comes
back to it.

57. Udgita'—Kalas in the Prasvara once (lit. in the
beginning) ascending and next (lit. in the end) descending.

58. Hradamina'—notes in this order (i.e., as in the
Udgita) in two Kalas consisting of at least two or at most six
notes, where alternate notes come together.

59. Raiijita'—after staying in two consecutive notes
of two Kalis, it ascends half a Kala and then again descends
to the preceding note.

60-61. Avartaka'—eight Kalas of four consecutive notes
ascending and descending, It is also formed with two alter-
native notes. In that case four Kalas will have ascending
and descending notes. :

62. Parivartaka'—eight Kalas in which a note ascends
to the third one from it and skips over the next one to ascend
in the note following, and descends in the same manner [in
the next Kala).

63. Udghattita'—containing [eighteen] Kalas which
ascend for two notes and thén leaving out the next note
ascend to the following one.

(54) ! See Bd. pp. 38, 48.
(55) ! Bd. (pp. 39, 48) has Upalolaka for Avaloka. 2 See Bd. ibid.
(56) ! See Bd. ibid.

(57) 1 NS. puts this after 69, though serially it comes after 56. See
Bd. 164 and also pp. 42. Bd. has the name as Udgiti.

(58) ! See Bd. pp. 39, 48.
(59) ! See Bd. pp. 40, 48.
(60-61) ! See Bd. bid.
(62) ! See Bd. ibid. .
(63) 1 See Bd. ibid. In p. 48 Bd. writes Udvahita (perhaps wrongly)
for Udghattita.
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64, Aksiptaka'—containing six Kalas of three
notes. ;
65. Sampradina'—as in the Aksipta, constituted with
Kalds of four notes, [alternating with] Kalas [of three] notes.
in which, alternate notes are included.

66. Hasita'—oonstituted with double Kalis of two
consecutive notes like laughter, as in the Aksipta.

67. Humkara'—ascending as in the Hasita, at least
two or at most four notes in each Kala.

68. Sandhipracchidana'—having groups of four Kalas
with notes ascending from the beginning (lit. place) to high
note and ascending from it to the original one and there being.
no throwing up.

69. Vidhiina'—after producing first the pada (song)
containing two short notes, two consecutive notes will ascend
in each Kala.

70-71, Gatravarna'—as in the Humkéra notes ascend
consecutively in the alternate Kalas [of four notes] in which
the first two are trembling and the next two are of low pitch.

71-72. E and O as well as the other long vowels' are
to be added [to notes in Alamkaras]. This is the properly
given rule of the Karanas® of the Alamkaras in songs. Songs
should be decorated with these Alamkaras without [coming
in] conflict with [the rule concerning] the Varnas.’

(64) ! See Bd. pp: 40, 49.
(65) ! See Bd. ibid.
(66) ! See Bd. p. 41.
(67) ! See Bd. p. 41.
(68) ! See Bd. p. 42.
(69) ! See Bd. (p. 42) which writes the name as Vidhiita.
(70-71) 2 See Bd. pp. 42-43.
(71-72) ! The other long vowels are probably &, i and i.
2 Compare the Karanas of dance mentioned in IV, 29 ff.
3 Bd. (167) reads the second half of this passages as ufieimaan
Mfemienfadiga, songs should be decorated with these Alamkaras without
[coming into] conflict [with their spirit].
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73. Alamkaras should be attached to proper places for
example, the girdle (ka%c7)' should not be placed (lit, fastened
over the breast. And too many Alamkaras without any song
{(varna) should not be used.

74. These are the Alamkaras depending on the Varnas,
Now I shall speak of those depending on rhythm '(chandas)
and [the quality of] the syllables (aksara).

76. A song without any Alamkara will be like a night
without the moon, a river without water, a creeper without
a flower and a woman without any ornament.!

76. These are the thirythree Alamkaras I spoke of.
I shall now mention the characteristics of the (Gitis.’

Alamkaras depending on the Giti

T7. Gitis are of four kinds: the first is Magadhi, the
second Ardhamagadhi, the third Sambhavita and the fourth
Prthula.?

78. The Magadhi is sung in different tempos (vrtti).’

The Ardhamagadhi changes (lit. revises) its tempo after
half-time, ’

79. The Sambhavitd is known to be constituted with
long syllables and the Prthuld with short syllables.

80-81. These Gitis are known to be without any
connexion with the Dhruvas.! But they are always to be

(73) ! See XXIII. 31-32.

(75) ! See above note 1 on XXVIII, 8, .

(76) ! See Bd. 171 ff.; SR. I 8. 14 ff. On the Giti depended an
ancient system of classification of rhythms. The Giti also included special
formations of syllable and variation in speed. See Banerji, GS. II
Pp. 72-73.

(77) ! See note 1 on 76 above.

(78) ! Also mentioned as gati-vriti in XXIX. 102 ff. Sarngadeva
uses the term marga to indicate uytti or gati-vpiti. See SR. V. II. On
Marga or Vytti too was based an ancient system of classifying of rythms,
including that of Tila. See GS. II. p. 72. -

(80-81) ! See XXXII below. From this passage too it appcars
that the Dhruvis were a kind of chant.
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applied by the musicians in the Gandharva? only. I have
spoken properly of the Gitis. Now listen about the Dhatus.?
I shall now speak of the playing of the Dhatus,
Dhatus in playing stringed instruments
82. TFour Dhatus' depending on the playing [of stringed]
instruments’ are : Vistira (expansion), Karana (production)
Abiddha (breaking up) and Vyaiijana (indication).
The Vistara Dhatus

83. The Vistara includes four kinds of strokes:
Samghataja (growing out of contrast), Samavayaja (growing
out of combination), Vistaraja (growing out of amplitude) and
Anubandhaja (growing out of mere succession).

84-85. Its (i.e. of the Vistira) rules have been men-
tioned first as follows: [the Vistdra is of one stroke ;]' the
Samghataja and the Samavayaja consist respectively of two
and three [strokes], The first is of four kinds, and the second
of eight kinds. According, to the special ways of their
production they have different rules.

86-87. [Notes are] known to be of low and of high pitch
as they come out [respectively] of low (=mild) or high
(=strong) [strokes]. This is the rule of striking that the
players of stringed instruments' should know.

The Samghataja strokes have the following varieties :
two high, two low, low-high and high-low.

88-89, The Samavayaja strokes have the following
varieties : three high ; three low ; two low, one high ; two

2 See before the note 1 on XXVIII 8.

3 This is evidently a grammatical metaphar. The Dhatus
(roots) relate to different aspects of strokes in playing stringed instruments.
Sarngadeva (V. 122). says : @ wenfaifien @U@ wiah Aat.

(82) ! See SR. V. 123-127.

? As Dhitus relate to the fata or stringed instruments, we shall
trainslate vaditra as ‘stringed instruments.’ See below 91 . (vina-vadye
karanadhatuh) and 101 (vinagam vyanjano dhatuh).

(84-85) !qamercwdl fawr: (Kn. on SR. VI. 183).
(86-87) ! Scc above note 2 on 82.
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high, one low; one high, two low ; one low, two high ; one
low, one high, one low ; and one high, one low, one high,

90. The Anubandha [-krta] due to [its formation by]
breaking up, and combining [of the groups of strokes described
before,] is irregular. These are always the fourteen kinds of
the Vistara Dhatus.

The Karana Dhatus

91. In the playing of the Vina the five kinds of the
Karana Dhitu are: Ribhita, Uccaya, Niratita, Hrida and
Anubandha.

92. The Karana Dhatus will consist respectively of
three, five, seven and nine [light] strokes, and the being
combined' and all ending in a heavy [stroke).

The Abiddha Dhatus

93, The Abiddha Dhatu is of five kinds: Ksepa,
Pluta, Atipata, Atikirna and Anubandha.

94. The Abiddha Dhatus will consist respectively of
two, three, four and nine strokes made gradually and slowly,
and a combination of these.' |

The Vyaiijana Dhitus

956-100, The Vyaiijana Dhatu in playing the Vina, is of
ten kinds, They are: Kala, Tala, Niskotita, Unmrsta,
Repha, Avamrsta, Puspa, Anusvanita, Bindu and Anubandha.

Kala—touching a string simulteneously with the two
thumbs.

Tala—striking a string with the left.thumb after press-
ing it with the right one.

(92) 'Anubandha here mecans ‘mixture’ or ‘combination.” See Kn.
on SR. VI. 147. It may be that in the Anubandha variety of the Karana
Dhatu, the strokes are 3+ 5, 3+9, or 5+7, 5+9 etc.

(94) ' See above note 1 to 92. In the Anubandha of the Abiddha
Dhatu too, the number of strokes are to be increased by adding together
the numbers available in other Dhatus.

(95-100) ! Sayya means ‘right’ as well. See Apte sub voce. But here
it is to be taken in its generally accepted sense,

‘ 2 ibid.
6
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Niskotita—striking with the left' thumb only.

Unmrsta—striking with the left? fore-finger (pradesini)

Repha—one single stroke with all the figures of a hand.

Avamrsta—three strokes low down [in the string] with
the little finger and the thumb of the right hand.

Puspa—one stroke with the little finger and the thumb.

Anusvanita—the stroke being lower [in the string than]
in the Tala [described above].

Bindu—one heavy stroke in a single string.

101, Anubandha—one irregular combination' (lit,
breaking up and combination) of all these and it relates to all
the Dhatus.

These are the ten Vyaifijana Dhatus to be applied to
the Vina.

102. These are the four Dhatus with their charac-
teristics, which relate to the three Vrttis' on which the
playing of [stringed] instruments depends.

The three Vrttis

Styles of Procedure (gati-vriti) to be principally reckoned
are three: Citra (variegated), Vrtti (movement, i.e. having
a simple movement) and Daksina (dexterous). Instrumental
music, time-measure (fala)’ tempo (laya)’, Giti (rhythm)', Yati®

(101) ! See above note 1 of 92.
(102) ' See above note 1 on 78.

? See XXXI.

3 The wotd laya signifies the speed at which a piece of music
is performed. There are threc primary degrees of speed i.e. rate of
movement, in the Indian music : slow (vilambita), medium (madhya) and
quick (druta). As in the Furopean music, there is no fixed absolute
measure of time for different degrees of speed mentioned here. See GS.
11 p. 33. Sarigadeva (V. 48). defines laya as fmawmfamifi.

4 See above note 1 on 76.

3 The Yati means ‘succession of different kinds of speed’
in the whole song, ¢.g. a song may be sung at a slow speed in the
beginning, at a medium speed next and at a quick speed in the end, or
these speeds at the singer’s discretion may be taken up in a different order,
See SR. V, 30 ff. and Kn, theron,
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and Graha-marga (way of beginning)’ will determine their
respective characters. [For example], in the Citra, [the
Magadhi is the Giti], the instrumental music is concise (i.e.
not elaborate), [the unit of] time-measure [is one Kali], tempo
is quick, and Yati is level (sama)’ and the Anagata Grahas pre-
ponderate. Similarly in the Vrtti [the Sambhavita] is the &iti,
the instrumental music is * * | [the unit of] time-measure
is two Kalds, the tempo is medium (madhya), the Yati is
Srotogata®, and the Sama Graha-mirgas are preponderant.
In the Daksina, the Giti is [Prthuld,] the unit of time-measure
is of four Kalds, the tempo is slow (vilambita), the Yati is
Gopuccha’ and the Atita Graha-margas are preponderant.

103. Names of the thres Styles of Procedure (vyiti) are
Citra, Daksina and Vytti. They give quality to the instru-
mental masic as well as to the song, and have been defined in
due order.

104. The Lalita' ete, the Jatis® of all these Styles of
Procedure (vrtti), when combined in the Dhatus, will become
richer in quality. .

The Jatis

105. And from a combination of the Dhatus, come
forth the Jatis such as, Udatta, Lalita, Ribhita and Ghana.

106. The Udatta relates to the Vistira Dhatus or to
many other things.

The Lalita relates to the Vyaiijana Dhatus and is so
called because of its gracefulness.

107. 'The Ribhita relates to the Abiddha Dhatus and
is oharacterised by multitude of strokes.

6 Marga in the text, should be taken here as graha-marga,
which has been twice used later in this passage. Graha-miarga means the
manner of following a song or a piece of music by an instrument of Tala.
See GS. I. pp. 197 f, 469. SR. V. 54-56, 58 and V1. 186-187.

7 See SR. V. 5l.

8 See SR. V. 51-52. v See SR. V. 52-53.

(104) ' See below 105.

2 This term has been used-also in relation to songs. Scc

XXVIII, 38 f. and XXIX. I fI.
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The Ghana relates to the Karana Dhatus and depends
on their quantity (lit. aggregate of long and short notes).

Three kinds of music of the Vina

108, The experts are to produce three kinds of music
from the Vina. They are Tattva, Anugata, and Ogha which
combine [in themn] many Karanas.

109. The music which expresses [properly] the tempo,
time-measure, Varna, pada, Yati, and syllables of the song,
is called the Tattva.

And the instrumental music which follows the song, is
called the Anugata,

110. The Ogha is the music which abounds in the
Abiddha Karanas, has the Uparipani Graha-marga, quick
tempo and does not care for the meaning of the song,

111. The rule in the playing of musical instruments,
is that the Tattva is to be applied in a slow tempo, the
Anugata in a medium tempo, and the Ogha in a quick tempo.

112. The experts in observing tempo and time-measure,
should apply the Tattva in the first song [to be sund during
& performance), and the Anugata in the second, and the Ogha
in the third one.

113. These are the Dhatus in the music of the Vina, to
be known by the experts. I shall now explain the Karanas
included in the rules of playing the Vipaiici,'

‘the Karanas of the Vipaiici

114. The Karanas' [in playing the Vipaiici] are
Ripa, Krtapratikrta, Pratibheda, Ripagesa, Ogha and
Pratisuska,

116. When on the Vini, two heavy and two light
syllables are played, it is the Riipa.'

(113)  See below 120 for the definition of a Vipafici.
(114) ' Cf. SR. VI. 112.
(115) ¢ Cf. SR. VL 113-114.
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And this Ripa performed in the Pratibheda it is the
Krtapratikrta,:

116. When two different Karanas are side by side
played on the Vina, and heavy and light syllables are shown,
it is called the Pratibheda.’

Continuing [the music] in another Vina, when the
[principal] Vina has stopped, is called the Riipasesa.’

117. The Ogha' includes the Abiddha Karanas per-
formed in the Uparipani Graha-marga.

The Pratisuska’ is the Karana which is played by means
of one string [only].

118. During the application of the Dhriivas, the experts
should generally play with the plectrum (kona) two Vinas to
accompany a song or other instruments,

119. Whether it be a place or a character, one should
equally reflect it together with the song on the strings, and
in the Vipaiic it will be something like the Karana called the
Ogha.

120. The Citra' is [a Vina] with seven strings, and the
Vipaiici* is that with nine strings. And the latter (Vipaiici)
is to be played with the plectrum, and the Citrd with the
fingers only.

121. The experts are thus to know of the Vipaiici which
includes many Karanas. I shall next explain the Bahir-gitas
whic have [their fixed] characteristics.

* Cf) SR. VL 115.
(116) ' Cf. SR. VL 115-116. 2 Cf. SR. VL. 117.
(117) ! Cf SR. VL 118.  ? See cf. SR. VI 119-120.

(120) ! This Citra (vipa) probably developed later into Persian
sitar. It may be that the Greek kithara with seven strings is also connected
with it. The seven strings in the Citra, were probably meant for pro-
ducing seven notes of the octave.

2 The nine strings of the Vipafici were probably for producing
seven notes together with two Kakali notes (svara-sadharapa, XX VIIL. 36).
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The Bahir-gitas

J99-124, Asravani,’ Arambha® Vaktrapani,’ S8smghotans'
Margasarita’, Lilskrta’, and the three kinds* of

Asaritas are the Bahir-gitas’ to be applied first [11.1 & th}’] by
the producers, and [all] these should be applied without
Tilas or with Talas, and in the Styles of Procsdure called
the Citra and the Vrtti.

125. The need for all these has already been men-
tioned by me in the rules for the Preliminaries'. I shall [now]
describe their characteristics together with examples.

Tha Asravana

126, 'The Agravana should be [performed] with
twice repeated Karanas' of the Vistara’ Dhatu in [successive]
sections (Kalas), and then with a gradual increment by two
repeated Karanas.

127-128. It will consist of a pair of twentyfour
syllables (varna) of which the first two, the eleventh, the
fourteenth, the fifteenth and the twentyfourth are heavy,
and a [three-fold fifteen syllables of which] the first is light,
the next seven including the eighth heavy the next six again
light, the final [three] syllables being heavy.'

129-130. The Tala in the Adravana will be a8 follows :
three Samyas, and a Tz’l}a in the Uparipani, two Samyas and
two Talas and again a Samya and two Talas, in the Samapan,
and suitable Uttara and Caiicatputa [Talas] of two Kalas.'

(Its example is corrupt and untranslatable)?

Parighattani;

(122-124) ! See V. 8-11, 18-21.

? ibid. © ibid. * ibid. °© ibid. 7 ibid. ° It seems that this
item was not originally included in the Bahir-gitas (See V. 8-11).

8 Short, medium and long. ? These are called Bahir-gitas
because they were outside (bahis) the performance of the play and were
included in its Preliminaries. See V.

(125) ! See V. 8-11, 18-21.
(126) ! See XXI1X 82. ? {bid. also SR. VI. 134-144.
(127-128r Cf. SR. VI. 182-184.  (129-130) ! Cf. SR. VI. 186 f.
? Tt seems that these passages evidently corrupt, included
magical formujas (mantra) for warding off evils. See V. 45-55, 176.
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The Arambha

131-132. The [constituting] syllables in the Arambha
are as follows : the first eight heavy, the next twelve and the
final one light [in the first section], and the four heavy, eight
light, one heavy, four light, four heavy [in the second section],
eight light and the final (light) [will form the next section].'

133-134. It should be performed in three sections with
the Karanas such as the Tala the Ribhita' and the Hrida?

in which the Vistira Dhitus’ will preponderate, and in it
an ascent will be followed by a descent’. And in it the Karanas
will first be descending twice or thrice and then will be played
in the reverse order, and then all these are to be repeated.®

, 135-135. TIts first Tala of three Kalas there will be a
Samya of one Kala, a Tala of two Kalas, then a Samya of two
Kalis a Tila of two Kalds and a Sannipita of two Kalas and
a Satpitaputraka and a Caiicatputa of two Kalas.'

(Its example is corrupt and untranslatable)?
The Vaktrapani

137. The music of the Viktrapani will include the
Karanas of the Abiddha' [Dhatu] and it has two members
Ekaka of Vrtt (= pravrita)’ and it is to have in its music
half the meniber of the Vyiijana® Dhatus.

. (131-132) 'The text the of the passage, is probably still more corrupt.

Cf. SR. VI. 200 ff.

(133-134) See XXIX. 91-92,, SR. VI. 145-146. * ibid.
3 See XXIX. 83-90., cf. SR VL. 134 {L.
4 of. SR. VL. 197.
5 The translation is tentative. Cf. SR. VI, 198-199.

(135-136) 'Cf. SR. VI. 204 ff.
2 See note 2 of 129-130 above.

(137) ' See XXIX. 82, 93-94 ; cf. SR. VI. 148-150.

? XXXI. 201. ff.
3 See XXIX. 95-101. cf, SR. VI, 151-160,
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138-139. [The syllabic scheme of] the Vaktrapani will
be as follows: five heavy, six light, four times heavy, two
heavy one light, four heavy, four light, three heavy, eight
ligh and one heavy.'

140. The scheme of the Samy’l and the Tila used in
the Madraka song of two Kalas, will be used in the Vaktrapani,
but at the Mukha (beginning) it will consist of eight Kalas.'

14:-142. The Tala in the Ml’lkha and Pratimukha of
the Vaktrapani will be 28 follows : a Samya, a Tala, a Tala, a
§a.mya., and a Tila, a Samya, a Tala and a Sannipita and four
Paiicapanis.'

(Its example is corrupt and untranslatable)?
The Samghotana

143. The music of the Samghotand will be by means
of three Karanas of the Vistara' [Dhatu] class and it will
observe the Citra’ and the Vrtta® Styles of Procedure, and the
three [such Karanas] will be repeated and will [gradually] rise.

144-145. The syllables (lit. sequence of heavy and light
syllables) of the theme of the Samghotana will be as follows :
two heavy, eight light, fwo heavy, one light, one heavy, one
light, four light, eight light and heavy in the end.

146. In the Samghotana, the Vina taken with the two
hands by its beam (danda), should be played with the fingers
of the right hand and the two thumbs.

147. The Samghotand is so called because of the
playing together (samghotana) of the Consonant and the
Dissonant notes tol?gether with the remaining Assonant ones,
Its Tala, as in the Sirsaka will consist of the Paiicapanis,

(Its example is corrupt and uniranslatable)’

(138-139) ' Cf. SR. VI. 209-210.
(140) ' Cf. SR. VL 211.

(141-142) ' Cf. SR. VI 212. * See note 2 of 129-130 above,
(143) ! See XXIX 83-90; cf. SR. VI. 134 fI.
2 See XXIX. 103 ; cf. SR. V. 11. 2 ibid.

(144-145) ! Cf. SR. VL 213.
(147) * The translation is tentative, ? See note 2 of 129-130.
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The Parighattana

148-149. [The syllabic scheme of] the Parighattans, is
as follows : eight heavy, twentyfour light', one heavy, sixteen
light and two heavy. /

150. Its music should consist of many Karanas of
the Vyaiijana [Dhatu] and should be performed with
Upavahana (= Upohana) by clever hands.

151. Its Tala will be Samparkestakah [as it will
stand] combined with the Karana of the Dhatu (i.e. Vyaiijana)
due to the syllabic scheme [of the Parighattana]'.

The Margasarita

161-152. The syllabic scheme of the Margasarita in
its Vastu will be as follows : four heavy, eight light, eight
heavy, eight light and the final heavy.

153. The instrumental music in the Margasarita will
consist Of Karanas of the Vistara and Abiddha Dhatus, and
it will observe all Talas agreeing with its syllabic scheme.

(The example is corrupt and untranslatable)

154. Or it may be : four heavy, eight light, three heavy,

three light, and heavy in the end. (The example is corrupt).
The Lilaksta '

166, The expert producer, as an occasion will arise,
should perform the Lilakrta as well as Abhierta and Parisrta
according to the rules of the short Asarita, and it should
observe Talas sweet to hear.

The Asaritas may be long (jyestha), medium (madhya)
and short (kanistha). They in [relation to] their Tila and
measurement, will be explained in due order in the rules
on Talas.'

156. These are to be known about notes arising form
the body of the Vipa, T shall next explain the characteristics
of the hollow musioal instruments (sasiratodya).

Here ends the Chapter XXIX of Bharata's Natyasastra,
which treats of the Rules of the Stringed Musical Instruments,

(148-149) ! lit. twice 8 light, twice 4 light.

(151) 1 Cf SR, VL 211 ff. (155) ! See XXXI,

()




CHAPTER THIRTY

ON HOLLOW INSTRUMENTS

1. The hollow (susira) musical instruments, as the
wise should know them, are made of bamboo'. The rules
regarding their notes (svara) and the Grama are the same as

that of the Vina.

2. The notes of a flute are known to have two,
three and four [§rutis], and they are either ‘shaken’ (kampita),
‘half-open’ (ardha-mukta) and ‘fully open’ (vyakta-mukta).'

8. As, above that', a note of the Vini is changed into
another, so in the case of the flute also it does likewise.

4. The number of Srutis in notes [produced in a
flute], will be two, three or four, and by prolonging the
blow the remaining notes' may also be produced. ,

5. Notes have characteristics determined by the Srutis
numbering four, three or two produced by the application
of fingers while playing the flute. Listen about that.

6-7. The note produced from a [flute-]hole thoroughly
free from a finger, consists of four §rubis, and that from

(1) ! As the first Indian flute was made from wzamfa or bamboo,
it was called Vamsa. $d. mentions also horns besides flutes made
of wood (khadira and sandal), ivory and different metals (iron, kamsya,
silver, and gold), which came into use in later times (see SR. VL. 424ff).
The conchshell ({ankha) is also another hollow (susira) instrument, but
it is scarcely used as a musical appliance.

(2) ! These indicate the ways of producing the notes. See 5 ff.
below. Sd. however, mentions five such ways as kampitla, valita, mukta,
ardhamukta and ripidita (SR. VI. 457 ff),

(3) ! Here tatropari (lit. there above) means ‘if Srutis are further
increased’.

(4) ! These arc the Sadharana and the Kakali notes. See
9-10 below.

(6-7) ? .Sd gives more eclaborate directions in this regard (SR. VI
447-448).
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a hole on which a shaking finger is placed, consists of
three Srutis, and a note consisting of two Srutis, is produced
from & hole which is partly (lit. half) free from a finger.,’

7-9. All these are the notes in the Madhyama Grima.'
Notes of the Sadja Grima will be as follows : Sadja,
Madhyama and Paiicama will arise from a hole fully open,
Dhaivata and Rsabha from a hole covered by a shaking
finger, and from a hole partly (lit. half) free from a finger,
will arise Gandhara and Nisada,’

9-10. Nisada and Gandhira [respectively] coming in
juxtaposition with Sadja and Madhyama and modifying
themselves in characteristic érut;is, will give rise to the
Overlapping (svara-sadhirana) and the Kakali notes.'

11. 'The notes of the flute should be perfected (lit,
accomplished) with the help of the Vina and of the human
throat.

The very notes which the singer will attain, should
be sung in accompaniment of a flute, A unision of the
human throat (lit. the body), the Vini and the flute, is
[specially] praised.'

(7-9) ! Though the Sadja Grama has been mentioned first in
XXVIII (25-26), it has been given here the second place. The
significance of this, is not clear.
?'To show the connexion of different fingers of the two hands
with the production of seven notes, Ag. (p. 563) quotes the following :
TEARATTHRI, Wawe) A |
focw e ) worw: wiad )
nRAR AN 9@ 2N ga
aRAIFITREIat § Sad) Ao e o
niEfivat faareg ww; wfad qur
(9-10) Sd. gives more detailed directions about the production of
notes (SR, VI. 449-453). Mr. Fox Strangways gives a number of flute
scales collected from different parts of India (MH. p. 102). These
possibly include some valuable materials for the study of ancient Indian
musical scales and intervals, for the flute has been one of the most
primitive instruments of Indian music.
(11) ! See SR. VI. 651.
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12, The music of the flute, which is steady, not
very loud and furnished with the Varnas and the Alamkaras,
and follows rules,' is sweet and soothing,

13. These should be known regarding [musical] notes
by persons playing flutes. I shall next speak of the solid
musical instraments.

Here ends the Chapter XXX of Bharata’s Natyasastra,
which treats of the Hollow Musical Instruments.

(12) ! The rules mentioned here possibly relate to the manner
in which the flute should be played on different occasions in a play. The
following quotation from Matanga by Ag. (p. 567) probably gives such
rules.

waAHA w1 wilwa fafsiae =)
faffiaa sgafa v’ 1 agfbrag o
nF a1 fadimanamafed 289 )
w4 arwfuaidsia o foag aewfead
This passage seems to have bcen paraphrased by Sd. in his SR.
(VL 652:653), but it does not occur in Bd. ascribed to Matanga.
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ON THE TIME-MEASURE

1. The [instrument named] Tala' is of the ‘solid’ class
(ghana), and it relates to a division into Kalas (kalapata)’ and
to an observation of the tempo (/aya)." Those who apply Talas
in a musical performance, should know Kalas to be the
measure of time (tala.)

2. The popular Kala,' [together with] the Kastha’ and
Nimesa®, which has been accepted (lit. remembered) by the
wise, is not the Kala in [observing] the Tila. The Kala
arising from the 'Tala is different.

3. Five Nimesas will make one Matra', and the Kala
arises from the grouping of Matris. And five Nimesas are
also to be known as [the period of] interval between [two]
Kalas, at the time of singing. And from these again, the

(1) ! This word comes from tala (the palm of the hand), and
primarily refers to the beating of time by the clapping of hands, e.g.
talaih Sifijavalaya-subhagail nartito kantaya me (Megh. 79). But gencrally
it is used in the sense of ‘time-measure.” Sd.’s explanation of this word
(SR. VI. 2) seems to be fanciful. The word is also used as a variety of
audible Tala which is of four kinds. See below 32.

? By following Sd. (SR. V. 5-6) one will probably sec in this
compound two words kala and pata. But such a view will be misleading.

3 See below 4 and 486. )

(2) ! According to Amara. (I. 3. 11), 18 Nimesas=1 Kastha,
and 30 Kasthas=1 Kala ( wewrn fakerg w81 fawq, @ xen ). From this
we have one Kala equivalent to eight seconds. In other systems of
computation, it may be equal to fortyeight seconds and even to one
minute. See Apte sub voce and also SM. II. 3. 53.

2 See note 1 above.

3 Ksirasvamin defines Nimesa as the time required for a twinkling
of eyelids (nimeso’ksispanda-kalak) and sece also SM. II. 3. 53.
~ (3) ! According to $d., Matra is the time required to pronounce
five short syllables (paiica-laghvaksaroccara-mita matra, SR. V. 16).
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tempo is made according to the time of the Kalas [into which
they (Matras) are divided].

4. The tempo (laya) is of three kinds: quick (druta),
medium (madhya) and slow (vilambita)', and among these, the
medium tempo determines the normal Kala (pramana-kala).

5. This (i.e. the Kali) is known to be of three kinds,
and is determined, according to the wise, by the three Mirgas.'
In the Citra [Style of Procedure] there should be three
Matras, in the Vrtti the twice of it, and in the Daksina, its
fourfold. These are the three [types of] Kalas. The Tila
is so called because it measures [time by a division] of [songs
into] Kalas.

7. The Tala is of two kinds: Caturasra' (lit, four-
cornered) and Tryasra’ (lit. three-cornered) ; but the origin of
these two kinds, is the same.

8. Now listen about their twofold sources. They are
the Caiicatputah' and the Capaputah.’

9-10. From each of these, the ''ila of four or of two
Kalas' proceeds. The Caiicatputah is known to be Caturasra,
and the Capaputah is Tryasra, They consist of long and
short syllables.

(4) ! See below 468.

(8) ! Sec above note 6 to XXIX. 103 prose, and also 487 below.

‘The Margas are equivalent to the Panis (XXXI. 493-495).

(7) 7 This term 3s significant when the ‘T'alas mentioned below
are made up of two or four Kalas.

2 ibid.

(8) ! This and similar other terms are probably mnemonics, and

have no special significance. The variants of this term are CaRciiputah
(NS., KM ed.) and Caccatputah (SR.)
? The variants of this term are Ciyaputah (NS., KM. ed.) and
Cacaputah (SR).
(9-10) ' Each of these two Talas have threc varieties : yathaksara

(literal), dvi-kala consisting of two Kalas, and catus-kala (consisting of four
Kalis). .
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10-11,  The Cafieatputab’ will consist of two long sylla-
bles followed by one short syllable and the final Pluta syllable.?

11-12. The Capaputah which is Tryasra, will consist of
one long syllable followed by two short syllables and the
final long syllable. A combination of these two, is called a
mixed Tala.

13-14. This (i.e. the mixed Tala) includes the Satpita-
putrakah' and the Paficapanih.’ constituted according to long
and short syllables occurring in their names. These in brief
are the three kinds of Tala.

14-156. [Their Patakala' will be as follows :] Sannipata,’
§amy5,,*‘ Tala, §a,myﬁ,; or éamye‘m, Téla, éamya, Tala'; or
Tala, éamyé, Tala, éamya (in the Caiicatputah of one Kala].

15-16. The Caiicatputah will, thus, be of three kinds :
Sannipatadi,' Samyadi’ and Taladi.

(10-11) * This is called the yathaksara variety of it. 'Talhikgara
(according to the syllables) means that the syllables (short and long)
in the name (e.g. Caficatputah) indicate the syllables that this Tala
contains. See SR. V. 18,

? This is to modify here the term yathaksara, for according to the last
akgara the final syllable was to be long and not Pluta.

(13-14) 1 See above note 1 to 8. 2 ibid.

(14-15) ! This term has been explained by Kn. (on SR. V. 27)
as follows : g &= wazg:, w1 frnw w1 Wi grasenfudfa: ae.

2 Absence of mumerical adjcctiycs before these names means that
they are single, i.e. one Sannipata, one Samya etc.

3 See below note 1 to 32-33.

4 See SR. V. 28. 29.

(15-16) * It means the variety ‘beginning with the Sannipata’, or
Sannipata, Samya and Tila Samyi. See above 14-15.

? ¢Beginning with the Samyi, or Samyi, Tala, éamyi and Tila,
See abbve 14-15.

3 <Beginning with the Tala’, or Tila, ﬁamyi, Tala and éamyi. See
above 14-15,



xxx1. 16-25] THE, NATYASASTRA .

16-17. The Sannipatadi  will  be Caturasra in the

Nitya, and the Samyadi will be applicable in the Asaritas,
And similarly the Taladi in the Panika' and other [songs].

18. The three varieties of the Caiicatputal such as the
Sannipatadi ete , will hold good in case of the Capaputah [too].!

19. The Sannipatadi as well as the as other two, is
strong in this (Capaputah) and Talas of six or of eight Kalas
proceed from this (i.e. tgle Sannipatadi)'.

20. Due to the Samya, Tala and Pravesa, the another
Tryasra is also produced. It is the Satpitaputrakah called the
Paiicapanih.’

21-22. [Its Patakald is as follows :] the first syllable is
Pluta, the second short, the third and the fourth long, the
fifth short and the final Pluta', and this is the Satpitaputrakah
with its long and short syllables. It is also called the
Paiicapanih consisting of six Patas and six syllabies.

, 23. Its six Patas are as follows : Sannipata, Tala,
Samya, Tala, Samya and Tala.'

24. Another Tryasra variety of the Taladi, is called the
Samparkestikah.' It consists of five long syllables including
the initial and final Pluta syllables’. Its Patas will be as
follows : [Tala)’, Samya, Tala, Samya and 'T4la.

25. When the Tryasra will consist of all three’heuvy
syllables and its Kalas will be as follows : Niskrama, Samya
and §amyﬁ, it will be called the Udghattah.’

(16-17) ! This is‘only a variety of very primitive songs.
(18) ! Sd. curiously enough on the authority of the NS. recognizes
only two of them in casc of the Capaputah (his Cacaputah). See SR. V. 30.
(19) ' The translation is tentative,
(20) ! The translation is tentative.
(21.22) 'Cf. SR. V. 31.
(23) ! See SR. V. 3l
(24) ' Its variants are Sampatkestakah (NS. KM. ed.) and Sam-
pakkestakah (SR.), Sampadvestikah (SM.) '
4 See SR. V.4
3 SR. V. 41. Read 24 a as i@ amem: etc.
(25) ! See SR. V. 40.
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26-28. Thus, there should be the pure Caficatputah ete.
of one Kala. Such Talas have three varioties such as
Yathaksara,' Dvikala’, and Catuskala,’ each succeeding one
being twice as long as its predecessor. The Caturasra Tala is
known to have three [special] varieties having respectively
four, eight and sixteen Kalis.

28-29. The Tryasra Tala has six [special] varieties
having respectively three, six, twelve, twentyfour, fortyeight
and ninetysix Kalas.

30-31. Thus, the Tryasra (ayugma) 'l'ilas are of nine'
kinds., And the Tala [in general] is of two kinds : silent (lit,
without sound) and audible (lit. having sound). Listen about
the two uses’ which they have. I am going to describe them.

31-32. [Of the two kinds], the silent Tila has four
varieties such as, Avépa, Niskrama, Viksepa and Pravesaka.'

32-33. The audible Tala is to be known as having
four varieties such as Samya,' Tala,? Dhruva and Sannipata’,

33-34, 1shall now speak in due order, of the movement
of hands and fingers' in relation to them, and their.charac-
teristics and measure.

(26-28) ! See above note 1 to 9-10 and note 1 to 10-11.
2 ibid. 3 ibid.

(30-31) ' The three general varicties (26-28) and the six special
varieties (28-29) make up the nine varieties mentioned here.

2 The purpose of having two such different sets of gesture for Talas,
is not quite clear. It secms that the two diflerent primitive methods of
observing simple time-measures which included very few Kalas, originated
independently. But these were subsequently brought together for the
facility of indicating developed time-measures which included more
complex schemes of very numerous Kalas. Two diflerent varicties of
gestures in all likelihood helped the musicians to avoid confusion which
was possible in case of using only one kind of them.

(31-32) !Also called Kalas by Kn. (on SR. V. 5).

(32-33) ! Sd. has this term as Sampa.

3 This is different from the word standing for the time-measure
in general.

3 Also called Patas and Kalas by Kn. (on SR. V. 5).

(33-34) ! These were possibly required to guide the players of

instruments for observing time-measure, )

8
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34-36. The Avipa is the curving of fingers pointing
upwards', the Niskrama is spreading out the fingers [of the
palm] turned downwards?: Swiftly moving that (i.e. the
plam turned downwards) to the right side is the Viksepa,®
and the Praveda' is the drawing away of the palm turned
downwards.

36-37. After showing the Avapa (lit. the curving the
fingers) one should be making the Niskrima and then the
Viksepa and next the Pravesana (Pravesa).

37-38. This is the rule when a combination [of Talas]
consists of four Kalas'. [For] the Niskrama and the Praveda
[only will] make up two Kalas’.

The alternate placing (lit. falling) of these, is known as
the Pita’.

39-40. These are to be known Samys, Tala and Sanni-
pata.' The Samyé is of the right hand, the Tala of the left
hand, and the two hands coming together is the Sannipata,
and the Dhruva is stopping (lit. falling) for a Matra, and it
makes for the way of the Rigas’, and [moreover] the placing
(lit. falling) of the three Kalas mentioned before, is also called
Dhruva. '

41-42. In the Yathaksara' Tala, it (the Dhruva) will
be a long syllable. The Tila consisting of Yathaksara Patas
is its ordinary (pathasthita) type. With doubled long
syllables it will consist of two Kalas. The doubling of two
Kalas will make it consist of four Kalas,

[

(34-36) ! See SR. V. 7, 2 ibid. 3 ibid, 1 ibid.
(37-58) ! ‘Kalas’ here means syllables and not the component
parts of a Tala, which itself may consist of more than one syllable as
in the Dvikala or the Catuskala Talas.
2 Significance of this rules is not clear.
3 The translation is tentative. Kn. applies this term to the audible
Talas. See above note 3 to 32-33.
(39-40) ! It seems that one hemistich is missing here.
2 This use of the word ‘Raga’ is likely to hava some connexion
with the melodic types of the same name in the later Indian Music,



59 THE TIME-MEASURE [xxx1. 43-51

43-44. I have [already finished] describing the Pata
arising in the Yathaksara [Tala]. Hence the Caiicatputah, the
Capaputah the Paifcapanih’ [types] have three varisties.

44-46. Apart from the Caturasra (jugma) and the
Tryasra (ojas) types there are five kindsof Talas. These are
called the Udghattakah' etc., and are of the mixed kind and
they relate to the different limbs of songs.

46-46. These (i.e. the mixed Talas etc.) luay consist
of five, seven, nine, ten or eleven Kalas', and are [henoe]
called miscellaneous Talas.

46-47. These have no use in the seven kinds of songs'
and in the Dhruvas.’ And these are to be used by the singers
in the Pravrtta’ etc.

47-48. I am [now] speaking about the theory that the
Dhravas will have the Caturasra and the Tryasra Talas
consisting [respectively] of eight and of six Kalis.

48-61. [The Tala of eight Kalas will be like this] : by
the little finger' the Niskrama and the éa,myﬁ,, by the’ little
and the ring finger, the Niskrama, the Tala and the, Samys,
by the middle finger the Pravesa, and by the fore finger are
shown the Niskrama and the Sannipata. This is the method
of showing Kalias by fingers, in the Caturasra (yugma)
Tala.

(43-44) ' Another name for the Satpitaputrakah. See SR. V. 23.
(44-45) 1! l}dghaggakah and Samparkestakah.
(45-46) ! Sd. seems to ignore these.

(46-47) ! See below 220.
? XXXII.

3 See XXX, 207.

(47-48) ! The Dhruvas used in connexion with the performance
of the Natakas, were probably very early types of Indian songs, for
their schemes of time-measure consisted of six or eight Kals only, while
in the later songs, the number of Kalds was much greater.

(48-51) 1t is not clear why individual fingers were substituted
for the hand-gestues which were conventionally used to indicate the
time-measure. This may be compared with practice of indicating by
fingers, different notes in the chanting of the Sama-veda (see MH. p. 259).
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51-53. [The Tala of six Kalas will be like this] :
by the little finger the Niskrama, the Samya, the Tala, and
the Samya and by the forefinger the Samyd and the Sanni-
pata are to be shown. Thisis the method of showing Kalas
by fingers in a Tryasra Tala.

54-67. By the little finger the Niskrama and the
Pra.vesa, by the little and the ring fingers the Tala and the
Sa.mya, by the middle finger the Niskrama and the Tala, by
the forefinger the Niskrama, the Samya and the Tala, by
the little finger the Pravesa, by the forefinger the Niskrama
and the Sannipata.

58. This is the rule regarding the T'ala of four Kalas
in terms of Avipa and Viksepa, shown by fingers mentioned
above,

59. The Padabhiagas consisting of two or four Kalas
have been described [by me]. The four Padabhigas are
technically called Matras'.

60. These are the different varieties of the Caiicatputah,
the Capaputah and the Paiicapanih Talas.

61. Thus I have described in brief the Talas which
relate to the Asarita' and the Vardhamina’ and to the body
of other songs.

The Asarita

62-63. Now I shall speak of the characteristics of the
Asaritas. In this, the master producer (lit. one who knows
the art of production) first takes up the Caiicatputah with
its long, short and Pluta syllables and then the twofold
Paiicapanih.

63-64. And in the preceding Tila (i.e. the Caiicatputah)
he puts the syllables as indicated by the latter [in it name].

39) * But a.ccordmg to Kn. the Kala is ordinarily identical with
Matra ; but in the Ekakala Dvikala and Catugkala Talas) it means
the long syllables wd mnafisaegaan® g saMZL a4 Jaa=d @Y | wA4 H@Al
wa (on SR. V. 19).

(61) ! See below.

2 See below 76 fI.
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Thus we get the same Pata as follows : Tala, Samys, Tala,
Samya, T4la.

64-66. In the first syllable of the Pa.ncapamh one should
put in Sannipata, then Tala, Sa.myd, Téla, Samya and Tsla.
And in the second syllable also, this is the rule in the Paijca-
panih. And the Sannipata is to occur in case of the final
Pluta. This is known by the wise as the short Yathaksara
Asarita.

67-68. Now listen about the distribution of Pata as
described in the name of the Talas. The ca (caf) Yvill indicate
the Tala, cat (lit. the second) the Tala, pu again Samya, and
the ta (tah) the Tala. Thus one should know the Caiicatputah,
and the Paiicapanih comes afterwards.

69-70. ,The sat will indicate the Sannlpa.td the pi the
Tala, the ta bamya the pu the Tala, the tra the Sa,mya, ka
(kah) the Tala. The same will hold good in case of the second,
and then comes the Sannipata,

The medium Asarita

71, On combining here the long syllables this (the
short Asarita) will be the medium [Asarita].

71-73. The Kalad that will follow the doubling of
the combined heavy syllables, should be applied in due order
as before. And the medium [Asarita] when doubled, is called
the long Asarita, In it, the Kalas will be double the number
of that in the medium [Asarita). Their Vastu is characterised
by the occurrence of Sannipatas.

The Layantarita

74. I shall now speak of the characteristics of the
Layantarita. That which has the shortest Tala, is called the
Layantarita. The Kala differing on account of the time
required for it, becomes a different Kala.

75. The application of these Talas gives special success,
and in the Layantarita, there occurs a difference there in
words and in the tempo.

(71) ! The transl is tentative. The text is possibly cerrupt here.



xxx1. 76-88] THE NATYASASTRA 62
The Vardhamana

76. A combination of the Asaritas, is called the
Vardhamina. Listen about its origin and characteristics
as I am describing them.

77-78. After killing the terrible Dinavas, Rudra
invented in the past the beautiful dance called the Tandava.
Now the great-souled Bhiitas created at that time the Vardha-
mina adorned with the Pindibandhas.'

79. On seeing this, Siva with his consort (Parvati)
was much pleased, and he as well as the goddess gave them
the best boon.

80. Those who perform the Vardhamana as defined
by him aecording to tlhe traditional rules and order, will
attain the proximity of Siva [after their death].

81. This was seen by me for the purpose of the
Pindibandhas. Listen now about their characteristics.

82. Performed in the three Margas, such as the Vrtti,
Daksina and Citra, the Vardhamina which is constructed
according to its own measure, is of two kinds.

The Asaritas

83. Its measure has two aspects : one with the Tala
and the other without the Tala. There are four parts
(kandkia) in all the Asaritas.

84. [Each] part in the Dhruva is composed of Kalis
by gods. The Margas are available (lit. joined) in the
Vardhamana.

85-87. The first [group] is made up of nine Kalas, the
second (lit. the next) of eight Kalas, the third of sixteen
Kalas and the fourth of thirtytwo Kalas. Thus in the
Vardhamina each part is made up of a fixed [number of]
Kalas and it is born of the [proper] Marga and is devoid of
tempo which is its minor limb.!

87-88, [The parts (kandika) are made up] of one, two,
three and four [Kalas] and by them (i.e. the Kalas) are made

(77-78) ! The group-dances, See V
(85-86) * ! The text is possibly corrupt here in 86.
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the Asaritas in the Vardhamfna observing the [proper] Marga
and limbs of Talas.

The Short Asarita

88-89. After finishing the first part combined with the
short (bals) Tala, one should make up the short Asarita, of
which the second half will be deficient in one Kala.

89-90. If after finishing the second part, one adds to
the first part in all its Kalas in the previous Tala, then it
becomes the Layantara (‘arita)[in the Vardhamina]. And
Vardhamina at that time should be done in the Citra Marga
and not in the Vrtti,

91-92. Whether in the Vardhamfna or in other songs
(lit. outside it) thers is no short Asdrita in the Daksina
Mirga. From the short Tala, as it doubles the number
of syllables and applies other Margas, and regulates the time
of dance, the Layantara (tarita) proceeds.

The medium Asarita

92-93. The Tala which I have prescribed in case of
the short Asarita, is wholly to be observed in the first two
parts. The third, the second and the first [parts] will have the
same number of Kalis. Then this will be the medium Aszrita.

The Long Asarita

94, If the fourth part is made the first i.c. the parts
are taken in an inverted order, and the four parts have an
addition of four Kalas to them, then it is called the long
Asarita, .

95. When their application is taken in connexion
with the Pindibandhas, then each of their limbs (minor
parts) is to be made distinct (lit. separate).

96. Mukha, Pratimukha, Deha and Samharana are
the four limbs' in all the Asaritas,

97-98, The Upohana is the Mukha, the Yugma is the
Pratimukha, the Ojah is the Sarira (Deha) and the Samhira
(Charana). This is the serial order of the limbs and thus
the Asaritas consist of four limbs, -

(96) ! See SR. V. 183-184,
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The Vardhamana

98-99. A song composed of the four' Asaritas, is called
the Vardhaminaka, The Vardhamina is so called because
of the [gradual] increase in it of the syllable (varna), Tala,
tempo (laya), the instrumental music and gestures, which
lead to the embellishment of the performance of the dancers.

100-101. The body of the Vardhamana and the Asarita
being mutually related [respectively] as effect and cause
constitute each other. Just as the seed grows from the
tree, and the tree [in its turn] from the seed, [here too], the
same [law of] mutual causal connexion is applicable.

The Layantarita

102. One Kala being added to the short [Asarita)
it gives rise to the Layantara .(=Layantarita); and two
Kalas being added [it becomes] the medium [Asirita), and
four Kalas being added [it is] the long [Asarita].

The Short Asirita

103, Tlhe rule of t,h(la Pata for the short [Asarita] is
as follows : Samya, Tala, Samya, Tala, (lit. one turn of
the Caficatputah beginnjng with %myd) Sannipata, Tala,
%a.mya,, Tala, Samya. Tala, Sannipata, Tila, Sa.mya. Tila,
bamyﬁ Tala, (lit. two Paficapanihs beginning with Samyd)

104. This is the scheme of Tala in the Layantarita,
and its characteristic growth has been mentioned before,
and there will be here a difference of words and tempo.

105-106. (The text is corrupt, but it is clear that the schemes
of Tala for the medium and the long Asarita occur here).

107. Those who bhave the short (lit. young) [Asarita]
as consisting of nine Kalas, are not supported by the good
authorities. The placing of the Sannipata [in it] has been
made [by them] according to the rule of the Kala.

108. For them the two Talas at the Mukha of it (i.e.,
the short Asarita) are regulated by the Dhruva Pita. I shall
[now] speak of its [full] measure (mana) and [sequence of]
long and short syllables. )

(98-99) « ! Short, Layantarita, medium and long. See below 102,
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109. The Mukhas of the long and the medium
Asaritas, the Layantarita and the short Asarita, will res-
pectively consist of eight, seven, six' and five Kalas,

110-111. In the Upavahanas of the Asrita [of all
kinds] Asiranas' to be employed are of eight syllables two
long, four short, two long [for the short Asarita), of twelve
syllables two long, eight short, two long [for the Layantarita],
of sixteen syllables_ two long, twelve short, two long
[for the medium Asfrita] and of twenty syllables, two
long, sixteen short, two long [for the long Asarita]. I
shall now speak about the syllables which were sung in the
past by Brahman. Example, (the text here is corrupt).

112 This rule of the Upavahana, depending on the
arrangement of syllables in Kalis and in the sequence of
their being long and short, has been prescribed in case of
the Mukhas of the Asaritas,

113, Thus I have described the extent and measure-
ment [of the Upavahana]. In the Caturasra (yugma) there
are four ganas, and in the Tryasra (oja) there are six ganas,

The Short Asirita

114. In the Paiicapinih and the Capaputah (lit. the
second) [the number of ganas] will be six and a half. Thus
will be the short [Asdrita] in its syllables measured by Talas.
Lx. Devam devaih samstutam Isam

daityair yaksaih pranamita-caranam,
trailokyahitam Isam Haram .
rudram saranam upagatah. ,

Tr. I have come to take refuge with Hara (Siva)'
the terrible one, the benefactor of the three worlds, who
is worshipped as the Lord God by the gods, and to whose
feet Daityas and Yaksas bow down,

(109) ! Read sad eva for sasthi. See. SR. V. 182.
(110-111) ! The term is probably synonymous with Asarita.
2 The transl. is tentative, for the text seems to be corrupt.
(114) ' This and similar examplés below perhaps show the
originial connexion of dance and drama with Siva, .

9
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The Medium Asirita

115-116. In the Caficatputah (lit. the first Tala) there
should be eight regular ganas, and the ganas in the Satpita-
putrakah should be twelve, and in the third part of the
Vastu' there should be thirteen ganas and a half?. These is
the arrangement of syllables in the medium Asarita ;

Ex. Bhatadhipatim Bhaganetraharanam I$am devair
vandyam sm;mnakha.mathana.m raudram bhayadam gaja-
carmapatam. Sambhum tryaksam jvalananibhajatam bhujanga-
parikaram. Tridasaganavrtam daityair nityam paripathita-
caritam amarapatinamitam abhimatasukhadam Rudram pitam
pitrvananilayam Gangaplavita-Sobhanajatam tam Sarapam
gato’smi varadam ca Mahes$varam®,

Tr. I have come to take refuge with Mahesvara, the
giver of boons, the lord of creatures, who took out Bhaga’s
eyes, who is adorable to the gods, who destroys the sacrifice
of the gods, who is terrible and fearful, who wears the hide of
an elephant, who is the source of bliss, who is three-eyed
and has matted hairs shining like fire, and who has serpents
as his girdle, who is serrounded by gods, whose exploits are
always recited by the Daityas, who is bowed to by the lord
of gods, who gives one pleasures of one’s own choice, who is
terrible, yellow, and is a dweller of the cremation ground, and
whose beautiful matted hairs are soaked in water of the
Ganges.

(115-116). ! The Vastu (thing) is a technical word meaning princi-
pal parts of songs. See helow XXX II. 7. This is probably equivalent
to what the singers of North India call tuk in connexion with Dhrupada
songs. See GS. L p. 78. This word (Vastu) has been used by Kalidasa
(Malavi, I1.0. 5; 3.1; 4.1.) It also means a song, and is equivalent
to the term. c¢ij. (lit. thing) used by the modern North Indian singers.
See SR. V. 6; V. 61ff

2 See below 127.

3 This very exhaustively describes Siva’s mythological
character, °
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The Long Asarita

117-118. There should be first the Caiicatputah
(=yugma) Tala of sixteen ganas, next the Capaputah (oja) Tila
of twentyfour ganas, and in the third there should be twenty-
four ganas and a half.'! These is the arrangement of syllables
in the long Asarita.

Ex. Amarapravaram Madanangaharam bhuvanaika-
nitham abhayapradam Tripuranasakaram devam tam aham
pranatah.  Surapitrmunigana-pranatacaranam prthivisalila-
nalapavana-yajiiadhipati - stirya - candra - vyomakbyah astau
munibhir yasya karya proktah trailokyagurum tam acintyam
ajam vidyanilayam bhairavartipam khatvangadharam sthityut-
pattipralayanimittam siksmaksam acintyam candrirdha-
dharam tilakardhadharam netrardbadharam kucardhadharam
kantardhadharam bahulair vividhair vidbrtair  vikatair
mundair vimukhair visamair pramathaih parivrtam Isam
satatam pranatah.’

Tr. 1 bow to the god (éiva) the greatest dgity, the
destroyer of Madana’s body, the supreme master of the world,
the giver of immunity from fean and-the destroyer of Tripura.
I always bow to the Lord (Slva) who is worshipped at his feet
by gods, fathers and sages, who, the sages say, has created the
eight [forms] known as the earth, water, fire, air, the master
of sacrifices, the sumn, the moon, and the space (lit. the sky),
who is the preceptor of the three worlds, is beyond the reach
of thought, is eternal (lit. without birth), the abode of
knowledge, terrible in form, holder of khatvanga, the cause of
existence, origin and destruction [of the world], who has
subtle vision, who is unthinkable, who bears [ in his person ]
half of a crescent, of a tilaka, of an eye, of breasts and of the
beloved wife, and who is surrounded by many and various,
aweful, shaven-headed, ugly and strange Pramathas.

(117-118) ! See below 127.
? See above note 3 to 115-116,
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119. The three varieties of Asarita, have been described,
viz., literal ( yathaksara ), double ( dvisamkhyata) and triple
(trisamkhyata).'

120. The literal Asdrita is known to be made up
of ganas of equal Varnas doubled in observing Tilas,and its
syllable are not repeated.’

121. The literal Asarita ( lit. that ) when it is [once]
repeated, is called the double Asarita' and when twice repeated
it is called the triple Asarita.

122. In [ the Téla of ] the Asarita songs, one should
make its [ Kali] of four etc., consist of ganas made up
of four matras, their long and short syllables being as pres-
cribed before.'

123-124. That” which is of four matras in aksaras will
be two matras in Varnas.! The Kalas in the Vrtti [ Marga ]
will be twice that in the Citra Marga. Hence, that Kalad which
is of four matras in the measure of Varna in the Vrtti
[Marga], will be doubled in the Daksina [ Marga ].

126. No change of the Marga, is available as regards
the syllables [ indicated by the name of Talas 1.' It is only
due to doubling the Mitra that the variation of Varnas has
been described.

126. This is mostly the rule relating to the Varna and
the Tala in Asarita songs of the literal class.

127. In the double Asirita the repetition (nivriti)
should be made by adding half [gana] to [the literal
Asarita), and in the triple Asarita, the double one should be
angmented by balf [a gana]. :

128. The double Asarita should not be performed in
the Citra Marga, and the Triple one in the Vartika Marga.'

- (119) 1 See SR. V. 190.
(120) ! ibid.
(121) ! See SR. V. 191.
(122) ! The transl. is tentative.
(123-124) ! The meaning is not clear.
(125) ' Aksaresu here means yathaksaresu. See SR. V. 192
(128) ! See SR. V. 192,
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129. The triple Asarita should be in the Daksina
Marga', the double Asarita in Vartika Marga’ and the literal
Asirita in the Citra Marga.’ This is the fixed rule relating to
Margas.

130. The rule of observing the Marga in the triple
Asarita is, that it should begin in the Daksina, and in repeti-
tion the Vrtti and the Citra [are to be adopted] serially,

131-132. The double Asarita too should be performed
( 1it. desired ) according to this principle. Its performance
may be in the Vrtti or Daksina Marga. After considering
the relative strength ( lit. strength and weakness ) of the
different limbs of a Vastu, the expert musician should observe
the repetition at its beginning, middle or conclusion.

133. When due to the composition of the Vastu, a Kala
becomes wanting at the repetition, then [ the singer ] should
prolong the Varna till this Kala is completed.

134. The needs for repetition are as follows : enrich-
ment of the Varnas and Alamkaras, rest for the producing
organs, and the application of the Tattva' etc. .

185. Thus I have mentioned the [ mutual ] connexion
between the Varnas, Télas and syllables in [course of perform-
ing ] the Asarita and the Vardhaména.

The four limbs of the Vardhamana

136. There are four limbs of the Vardhamana [song],
viz. Visala, Samgatd, Sunanda and Sumukhl.'

137. Of these, the first [limb] consisf of nine Kalas, the
second of eight, the third of sixteen and the last of thirtytwo

Kalas.'

(129) ! SR. V. 192

2 Cf. SR. V. 192.
. 3 Cf. 125 above.
(134) ! See XXIX. 109.
(136) ! See SR. V. 195.
(137) ! See SR. V. 196.
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138-139. The Upohana of the Visala consists of five
Kalas, that of Samgata of six Kalas, that of Sunandi of seven
Kalas, and the Upohana of the Sumukhi is always eight
Kalas.! I shall now speak of their sequence of long and
short syllables.

140. In the Upohana' of the Visila there should be two
long syllables first, then fourteen short ones, and finally
a long syllable.'" Ex. (The passage is possibly corrupt).

141. The sages have said that four more short syllables,
and the three long ones [being added to this i.e. to the
Upohana of the Visala], will make the Upohana of the
Samgata'. Ex. ( missing ).

142. The learned are to know that the rule about the
Upohana of the Sunandd, is that it will have four short
syllable, and three long syllables [more than that of the
Samgata,]' Ex. (The passage is possibly corrupt).

143. The rule of Upohana of the Sumukhi, is that it is
to be known as consisting of twentyeight short and [three]
long syllables.! Ex. (The passage is possibly corrupt.)

144 Because, from this, the notes [in a song] are
carried forward, and because from this, songs proceed, this
consisting of unmeaning (lit. dry) syllables, is called the
Upohana (= Upavahana).

145. Or, because a performance is carried forward by
means of acts beginning with sicana' this song depending on
the musical instuments, is called the Upohana.

(138-139) ! Front Kn. (on SR. V. 196-197) we learn that the
Upohanas of thce four parts of the Vardhamana consist respectively of
five, six, seven and eight Kalas.

(140) ! See SR. V. 197.

(141) ! Cf. Kn. on SR. V. 197.

(142) ! Here evam guru-samyutaih means that there will be three
more long (guru) syllables as in the preceding Kandika of the Vardhamana.
Also cf. Kn. on SR. V. 177.

(143) ! Kn. on SR. V. 197.

(145) ! Kn. (on SR. V. 92-93) reads stavanadikah for sicanadibhih.
The original reading probably was stavanadibhih (=by means of

praises etc.). ¢
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146. The Tala of the Upohana in the Vidali is as
follows : Samya, Tala, Samya, Tila, Sannipéta.!

147. The Tila in [the Upohana of] the Samgata is the
Caffcatputah of two Kalas, and this in its Taladi variety,
preceded by the Tala of three Kalas (i.e. Udghatta), will be
the Tala of the Upohana of the Sunanda

148. The Tala of the Upohana of the Sumukhi, will
be the Caficatputah of two Kalas. Upohanas twice repeated
[in each case] will make up the Kanika.

149. Thus I have spoken of the four Upohanas, Now
listen about the performance of the limbs from the begmnmg

160. The Tala of the Vidala is as follows Sa,mya,,
Tala, Sa,myd, Tala and Sannipata of three Kalas.'

151. The Tala of the Samgata is Caiicatputah of two
Kalas and that of the Sunanda is the same (i.e., Caiicatputah)
of the four Kalas.!

162. And the Tala of the Sumukhi should be the
double' Caiicatputah (=pugma) of four Kalas together with
two Sannipatas.

163. I have thus spoken of the Talas in the mdmdua.l
limbs of the Vardhamana songs, Now listen about them
collected together.

164. First there should be the Visila produced with
the shortest (lit. young) Tala. The Tala which has its end
consisting of three Kalas, is the short (lit. young) Asarita.

1565. When after taking up (lit. making the Graha of)
the Samgata, one applies Visala in all its Kalas and couples
it with the previous Tala, then it is the Layantarita.

156. Then one should perform the Sunandi and
aga,m the Samga.ta and again Vidald and next the Sumukhi,

(146). ' See SR. V. 202. ‘

(147) ' The Tala of the Samgata is Niskrama, Samya, Tala,
Samya, Niskrama, Sannipata, and in the Tala of the Sunanda these will
be added to the preceding Tala.

(150) ! Cf. SR. V. 202.

(151) ! See SR. V. 202.
(152) ! The reading divicitrastu is probably corrupt. It seems to

have been something like dvik citras tu. Cf. SR. V. 202.
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157. The Tala that has been mentioned in the
short Asarita, is wholly to be applied first at the beginning
(lit. the rise) of the Kandika.

168. Then after taking up (lit. making) the Graba of
Sunanda one should perform Sunandi, Samgata and Vigala.

169. The Tala that has been prescribed by me in case
of the medium Asarita, should be observed in the three
§amyas in case of the Sunanda and what follows.

160. And again Sumukhi, Sunanda and Samgata
should be performed (lit. is desired), and they should be
applied beginning from the Sumukhi ete,

161. Then one should know about the end of Vigila
and of the respetitions (nivrtti). The Tila in the long Asarita
is either silent or audible.

162. The same [Tala] should be performed in all
[the limbs]. These are four Tilas prescribed in the combina-
tion of limbs. From a combination of these limbs the
Vardhmana is made (lit. desired).

163. The short (lit. youngest) [Asarita] consists of
nine Kalas, the Layantara (= Layantarita) of seventeen Kalas,
the medium [Asarita] of thirtythree, and the long of sixtyfive
Kalas.'

164. This is the rule about the Tala in all the Asaritas.
The Vardhaminaka is so called because of a [gradual]
increase of Kalas due to [gradual] increase (vardhana) of
syllables, and because of an increase of the Laya (tempo) in
its successive phases. .

165. In all the Asdritas and the Vardhamina songs
the law of the syllables relates to an application of double the
[ordinary] Tala.

166-167. The Sannipata without an end (?) occurs at
the end, then the final Kala should known as being made up
of two matras. This is the characteristics of the Vardhamana
as described by me. I shall now give a tabular view of the
brief characteristics of the Asarita,

(163) ! See SR. V. 195,
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168. The wise prescribe the Dhruva [Tala]in a Kala
which is not deficient. The remaining and final [Talas]
should be conforming to the syllables of the Talas (i.e. the
names of the Talas).

169. There is no (i.e. should be no) Samya (=éamy5, ?”)
in the pluta and short syllables represented by Dhruva Tala
wes ... Samatva is prescribed by means of three Patas.!

170, The Asaritas, short medium and long are to
be furnished (lit. made) with Tdlas, Sannipitas, éamyds and
Dhruvas.!

* * * *

171. By doubling afterwards the Kalds of this (i.e. of
the short Asarita) the medium Asirita consisting of Samya
in the intervals of Talas should be made,

172. In the first Vastu of the medium Asdrita there
should be the Uttarah (=Satpitaputrakah) Tila leaving out
the three Kalds, and in it there should be two complete
repotitions (parivrtta).

173- 175 [The Pata of the medmm Asarita will be as
follows] : Samyd, Tala of two Kalas, Samytof two Kalas,
Tala of one Kala, Sannipata of three Kalas, Tala of thee
Kalas, Sa.mya of one Kala, Tala of two Kalas, Samyw of two
Kalas, Tala of two Kalas, Sannipita of three Kalas again,
In the third [Vastu] there are Sannipatas of twelve Kalas at
the end.

176. The first part of the medium Asarita is said to
consist of eight Kalis, the second of twelve Kalas and the
third should have a part [of twentyfour Kalas] ending in a
Sannipata.

177. The Pravesa, Viksepa and Niskrima made with
fingers, which have been mentioned before, should all be
observed by the experts in the medium Asarita.

(169) ! The text seems to be corrupt
(170) ! Cf. SR. V. 179.
(172) ! See SR. V. 180.

10
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178. Now in the long Asarita the wise should make
the body made up of éa.myﬁ and Tala with proper tempo
(laya) and [this body] should consist of sixtyfive Kalas.

179. In it the Avipa, Niskrama, Viksepa and Pravesaka
of the fingers should consist [of groups] of four Kalas.

180. The long Agarita should bave groups of four
Kalas with its Aviapas and Viksepas, and its Vastu i in other
places will consist of seventeen Kalas beginning with Samyﬁ !

181-183. [The Pata of this Asirita will be as follows :]
Samya. and Tala of four Kalas, éamya of four Kalas, Tala of
two Kalas, Sannipata of six Kalas, Tala of six Kalas, éamyﬁ
of two Kalas, Tila of two Kalas, and Sannipata of six Kalas.

184, This is the entire rule [of Talas] in the third

Sannipata, but at the end I shall speak of the throw of
fingers [indicating them]
i 185-188. Avipa, Sa,myﬁ Niskrama, Viksepa.,l Tala,
Avapa, Niskrima with the ring-finger, Viksepa, Samya,
Avipa, Tila, Vikesepana (Viksepa), Pravesa with the middle
finger, Avapa and Niskrima again Viksepa and Sannipata,
with the forefinger, these are the seventeen Kalis in the
first Sannipata.!

189-198. Avipa, Nirgama (Niskrima) with the little
finger Viksepa, Pravesa, Avipa and Tala with the ring and
the little ﬁngers Tila and Viksepa with the ring and the
htt]e fingers, Samya., Avipas and Niskrima, Viksepa, and
Sa.mya. with the forefinger, and these are the fifteen Kalas.
and Avapa Tala, Visepa, Praveda, Ava.pa, Niskrama with the
forefinger, Niskrama, Viksepa, Sannipita will make up the
twentyfour Kalas [of the second Sannipata].

194. This is the rule [of Tlas] in the third Sannipata.
This is the arrangement of fingers in showing the Tilas in
the long Asarita. There will be sixteen Kalas in the first

(180) ! It seems that a portion of the text, has been lost after this.

(188) ! The text dealing with the medium Asarita seems to be
lost from here.

(189-191) ! The text here seems to have some lacuna. Cf. SR.
V. 181, ¢
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Sannipata, and twentyfour in the second and one more Kala
than this (i.e. the second)in the third Sannipata. In each
gf these there should be ten or seven groups made up of
Samy3, Tala as well as Sannipata.

197-198, In the first Vastu of the short and the
medium Asaritas, the other two are to be applied as [pres-
cribed] before. The three Vastus [in them] will consist of six
éamyﬁs, eight Talas and three Sannipitas. One should know
the Asarita to consist of seventeen Pita [Kalas].

198-200. Eight Talas, six Samyas and three Sannipatas
are to be known [as used] in each of the Asiritas. This is
the description of the Asarita spoken by me. [Now] I shall
consider the application of the uses of the Vastus of songs.
Next I shall speak about the characteristics of songs.

201-202. In the Vastus' and bodies of the songs there
are limbs such as Vivadha,’ Ekaka and Vrtta.*

The Ekaka consists of one Vidari,' and the Vivadha of
two and the Vrtta not less than three and not more than six
Vidaris.

203. That which consists of Padas or Varnas, is called
a Vidarl. :

And that which ends in the Nyasa, Apanyisa and
Améa is a Vastu.!

204. Because it splits (vidarayati) notes, it is called
Vidari' and it resembles heavy Varnas.

906-206. The Vivadha and the Ekaka are generally
used in the Madraka [song], in each half Vastu of the Prakari,
and in each quarter of the Rovindaka. But in the Rovindaka,
Uttara, Ullopyaka, Paniki, Bahirgitas and Lasya, the Vrtta
is used.

(197-198) ! See SR. V. 197.

(201-202) ! Defined below in 203-204.

? Dattila, (144) and SR. (V. 70) have this as “Vividha’.
3 Defined below in 204.

(203) ! See Dattila, 140.

(204) ! See Dattila, 142.
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207. The Vrtta is of two kinds : Pravrtta and Avagidha.
The Avagadha is due to being in an ascending scale and the
Praxrtta due to being in a descending scale.

208. Ascending as well as descending is of two kinds :
one prescribed in connexion with tho Nyasa and the Apanyasa
[notes], and the other made in the Margantara (= Antara-
marga {).

209. Vidaris in a song are said to be three' in the
minimum and eleven in the maximum, [but] their highest
number may [in rare cases] be twentyfour.

210. But in case of the Ullopyaka and the Vaihayasa
[the number of] Vidaris will be half as much more in the
third Sannipata.

211. They are to be performed there with the Vivadha
or the twofold Vrtta, and the Anga will not come to a close
in a half of the Sannipata.

212, The Vivadha is said to have been of three kinds,
viz. Sdmudga, Ardhasimudga and Vivrtta.

218. The Vivadha is always to be known as ending in
the Nyasa note except in the case of the Goyaka, and in the
beginning of the Madraka the Samudga has been prescribed.

'~ 214. But the Geyaka in the Samudga should be
applied like the short Varnas. And applied at the end and
in the third [Vidari] it is called Geyaka.

216. When in application, one half of a Vidaris is
similar to [one half of another Vidari] and the other half is
dissimilar [to the <remaining half of it], it is called the
Ardhasamudga.’

216. The Vidari is uneven in the Nydsa and the
Apanyasa, and its copious use is called the Vivrtta.

217. The Vivadha, Ekaka and Vrtta are respectively
to end in the Nyasa, the Apanyésa and the Amsa [notes].

(207) ! See above note 3 on 202.

(209) ! See SR. V. 77. The text' of SR. is corrupt here. Ava-
raikadasapara should be emended into Tryavaraikadasapara. Kn.’s Comm.
too requires emendation. It should begin as tryavara ca etc ; otherwise
the next senténce which supports the emended text, becomes meaningless.
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218. The Sannyisa and the Vinyasa notes occur in
the middle of the Anga, and the Vinyasa is known to occur
in the middle of the Vidari. '

219. The Vinyasa may rarely be at the end of a word
in a Vidarl; but too much of it has not been prescribed by
the experts.

The Seven Types of Songs

220. The Seven [traditional Types of] songs are the
Madraka, Ullopyaka, Aparintaka, Prakari, Ovenaka, Rovin-
daka and Uttara.' )

The Madraka

221. [Among these] the Madraka! is of two kinds : one
consisting of four Vastus and the other consisting of three
Vastus?, and that which consists of three Vastus, includes a

éirs;aka,.3

The Aparantaka

222. In the Aparintaka, éir'sakas should be five, six
or seven in number, and in the Prakari they should be four,
three and a half and (i.e. seven and a half in all).!

The Rovindaka

993. The Rovindaka consists of seven limbs [in the
minimum)] and sixteen limbs in the maximum, and Ekakas
in them should consist of two [consecutive] padas' consisting
of equal Varnas.

(220) ! See SR. V. 58. The later Indian music seems to com=
pletely ignore these Seven Types of Songs.

(221) ! See SR. V.77 fh

2 See above note 1 on 115-116.

3 A part of the song with a particular kind of time-measurc.

(222) 1! See SR. V. 92. ,

(223) ' Padaw=one quarter of a couplet in a song.
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224, And in that (i.e. Rovindaka) one is to apply in
the beginning the Pravrtta and Vivadha and then the body
and the limbs are to be placed in their proper position.

225, In its middle should occur Akara (i.e. the syllable
i) and lin the end too the same, and in its end should come
a clear Sirsaka.

The Ovenaka

226. The Ovenaka is known to be consisting of seven
or twelve limbs. And that with seven limbs ends in two (})
and that with twelve limbs ends in three (3).

227-228. The twelve limbs of the Ovenaka are Pada,
Sandhi, Masaghata, Vajra, Sampistaka, Sirsaka, Caturasra,
Upavartana, Upapita, two Pravenis and Samhbarana having
two limbs.

229. When Sampistaka, Upapata, two Pravenis and
Upavartana are left out from among the twelve limbs, the
Ovenaka is called a seven-limbed one,

230. The'seven limbs common to the both [Ovenakas]
having ‘similar Varnas and Padas are called Vivartana, and
in the twelved-limbed [Ovenaka], Padas [in other limbs] are
to be different.

The Ullopyaka

231-234. The rule about the limbs of the Ullopyaka
is this.' Its three limbs are Avagidha, Pravrtta and Maha-
janika. It becomes two-limbed when the Mahajanika is
left out.

And when Sthita is combined with Pravrtta, it [the
Ullopyaka) is also called one-limbed, and the Mahajanika also
may constitute the one-limbed Ullopyaka. And the Sthita
and the Pravrttaka may constitute a two-limbed Ullopyaka
or an one-limbed one (separately).

(231-234) ! The original of this sentence scems to be corrupt
and superfluous.
? The ofiginal of this passage seems to be a variant of 234-236.
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In the two-limbed (Ullopyaka) the rule of the Dhruvis
and the Dhatus [hold good] separately, and in & combined
manner.

234-236. The three limbs [of the Ullopyaka] is the
Sthita, Pravrtta and the Mahajanika. And the two-
limbed [Ullopyaka] will exclude the Mahsjanika, and the
Mahajanika [only] will constitute the one-limbed [Ullopyaka].

These are, separately and in combination the rules
about the many limbs [of the Ullopyaka] which may be
Caturasa, Tryasra and Visra (Dvisra=Dvyasra?).

237. The Samhdra (=Samharpa) of the Ovenaka is
made up of two limbs or one. And this (Samhara) should not
be used at the beginning or in the middle.!

238. The Ekaka or the Vivadha should always be
used in the end, and the Ullopyaka should not have less than
six and more than twenty limbs.'

239-240. Of these [limbs] the Samharana will have
the Mukha and the Pratimukha [as its two parts], and it may
be with the Vaihayasaka or without it. And it will not have
less than three and more than twelve limbs. And the
Vaihayasaka will consist [even] of one limb and not more
than six limbs,

241-242. Three limbs having been sung the performance
it is to begin, The limbs Mukha and Pratimukha have been
prescribed for the Ullopyaka and the Uttara. Then the other
limbs may be compressed or oxtended.

243-244, The Mukha and the Pratimukha are to be
known as the Vivadha,

The Vrita occurs in the Pratimukha and may shortly
be in other [limbs] as well, and the Sikha in the Ullopyaka,
the Uttara and the Aparintaka as well as the Pratisikha
will have same kinds of Varpas and Padas [as the Mukha and
the Pratimukha have.]

(237) ! This passage seems to have belonged to the discussion
on the Ovenaka (226-230 above).
(238) ! See Dattila, 194-195.
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The Uttara

244-245. The Uttara will not, have less than six and
more than twelve limbs * * * Its Sirsaka should specially
be placed at the end.

246, This is the rule of limbs to be observed in case
of Songs of Seven Forms. Next I shall speak of the measure-
ment of Vastus in the songs.

The Madraka

247. In all the Vastus, Kalas should consist of sixteen
Mitris. And each quarter of it is a Padabhaga.

248-249. First eight in the beginning are long and the
next eight short, and one is to make Upohana (Upavahana)
with two long Matras in the beginning, and than the third
will be long to make the Pratwyipohana anq in the fourth
and the fifth long syllables there will be [two] Samyas.

250. The sixth and the seventh will be Tala and
then the eighth will be éamyﬁ, [all these] in the heavy
syllables. Then a pada of eight Kalas is to be made with
short syllables.‘

251-263. In Talas of heavy syllables padas will consist
gf one [entire] Kala.! [The Patz}kali will be as follows : ]
Samya, Tala, Tﬁ,la; Samya, Tala, Samya, Tala and Sannipata.

Thus the Sirsaka is to be constructed with the
Caiicatputah, and this will be the system of Talas of one
Kala in the Madraka [song]. When heavy syllables are
separated in a pada they will bo considered as consisting
of two Kalas. '

254-255. After separating them the Kalas are to be
arranged as was done previously, And in the Madraka of
two Kalas, the Upohana will consist of three Kalas and
the Pretyupahana of one or two Kalas.'

(248-249) See Kn, on SR. V. 79.

(250) ! Tato’rdhakalikam in the text should be emended into
tato’sta-kalikam ; see above note 1 on 248-249.

(251-253) ! The text here seems to be corrupt.

(254-25h) ! See SR. V. 80 fI. and Kn, on it.
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256. Four [Kalas] will make one Matra' and the
Vastu will consist of three Matras. [Each of] these three
Vastus will consist of two Kalas. This is the rule of Pada
in Pata,

257. The Patas such as éamyé, and Tala etc., which
have been prescribed in case of heavy syllables, should be
used in the Padabhaga of two Kalas.

258. The eighth the tenth and the sixteenth will
have éa,myﬁ. and in the twelfth and the fourteenth will have
Tala.'

259. The rule of Pita in case of eight light [syllables]
has been mentioned before. In three Vastus of two Kalas
too, these Patas should be applied. And the S'irsaka, of
six Kalas should be made with Paifacapanih.’

Kramdam kt;a.ngdam dailendra-rija-samsthitam isam

$antam Sivam pannagendra paribaddhajatam.

Munigana-namitam dhyanabhiratam jianamayam

madanamgaharam vibhum prabhum.
éamr_]é,gato’ham daityair nagaih samstutam Isam

tvam vedamayam tvam kartdram bhavanapatim

garvaloka-namaskrtam '

Rgyajuh-paripathitam gamgadharam dtiladharam bhuja-

gendradharam pranato’smi Sivam mrgaraja-cayma-
paribaddha-tanum.

Vipulagatim  vrsabhagatim jv?,lanaéikhisadréa-kapi]a-

jatam tam aham namami Sivam $irasa.
(Here ends the Madraka of twe Kalas)
Devam pranatartiparam mﬁyadharax}l
mayartipam ja.t,illa,ng namami Sivam sirasa.
(Here ends the Sirsaka of six Kalas)
Tr. I seek shelter with Thee, the peaceful lord Siva whose
matted hairs have been tied up with the king of serpents,
who is bowed to by the Munis, who is constantly engaged

(256) ! See SR. V. 21, and notes on 254-254 above.

(258) ! See Kn. on SR. V. 84 (asya prastarah etc.) The fourth foot
should be read as talam vai etc.

(259) ! See Kn. on SR, V. 79 (asya prastdrah etc.).
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in meditation, and is full of wisdom and who has destroyed
the body of Madana (Kima) and who is supreme and
all-powerful, who is adored by the Daityas, and Serpents
and who is the creator and the lord of the world and is
bowed to by all the people.

To Thee who is praised by the Rk and Yajur Veda, who
carries, Gamgi [on his head], the spike [in his hands], the
lord of Serpents [in his matted hairs], I bow my head to
Thee who is bliss, and is clad in the skin of the lord of beasts,
whose gait is prodigous and is comparable to that of a bull,
and his twany matted hairs are like the burning fire. (7%e
end of the Madraka of two K'all&s).

I bend my head to Siva, the pure god who removes
the affliction of persons bowing to him, who is the con-
tainer of the Maya, and is himself the Maya in form, and
who wears matted hairs (The end of the §il‘§aka of the
Madraka of two Kalas).

260. I shall now speak properly of the Catuskala
[Madraka which will be characterised] in terms of Padabhigas
of four Kalas. .

261. Four [Kalas] will make one Matra and three
Matras will make one Vastu'. In giving the Padabhagas
I shall speak of the Pata in due order. [This is as follows].

262. [In the first Vastu] there will be Samya at the
end of the fourth, fifth, eighth, tenth, the eleventh Kalis
and in the beginning' (lit. not second) of the ninth Kala.

263. [And in it] at the end of the sixth, seventh and
ninth and in the beginning (lit. not second)' of the tenth and
seventh there will be Talas.

264. And at the end of the twelfth, first of all there
will be Sannipata. Thus there will be the rule of Pata and
thus one should apply all the Vastus.

(261) ! See 256 above and its notes.
(262) ! Read wwisfedan for war el ? See notes on-259 above,
(263) ! Read w1 fi: (= % wfedta) for 4w fedta:
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‘265, In the first Vastu, the eight Kalas in the beginn-
ing will constitute the Upohana, and the Pratyupohana in the
second Vastu will be of two Kalas,

266. In the third [Vastu] there will be three Kalas
and in the fourth four Kalas, and the éirsaka. at its end
will be made up of Satpitiputrakah.

267. In [the Vastu of] two Kalis there should apply
s time-measure consisting of four Yathaksara Paiicapanih,
and in the third and the fourth [Vastu] there should be
Dvigeyaka' in due order.

9268-269. And in the fourth [Vastu] the Parivarta
should come to an end. And the first and the second Vastus
will be the Upohana and parts of the Madra[ka] and they will
include three Vastus of three [different] lengths arising out
the Tryasra Tala.’

269-270. The double of a Vastu of two Kalas will make
up & Vastu of four Kalas. In it the seventh and the final
[syllables] will be light and the doubling has been prescribed
here. So the four Kalas are regular here, and the Wpohana
[will then] consist of eight Kalas, and Pratyupohana will
consist of one, tvyo or four Kalas.

971-272. Sirsaka of the [ordinary] Madraka should be
in the Yathaksara' Paiicapanih. But in the Divkala [Madraka]
of two Kalis, the same (Paiicapanih) will consist of two
Kalis and in [the Madraka of] four Kalis the same will
consist of four Kalas.

973. It will consist of three Vastus of three different
measures and they will arise from the Tryasra Tala, Thus
the Madraka will have thirteen Patas.

(265) 1See SR. V. 86.

(267) €faw:| wwfine] of AN g@fr @ adm ) vae wfa) e w
) gt @ wdm | gxEthgE veRa © fuedwEn Ay efitm wafan Koo on
SR. V. 87.

(268-269) ! Read trivastu tripramanam for caturthas tu tripramanam.
(271-272) ! Read [yathaksara stu) for yathaksarasya.
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The Aparantaka

274. It will have four heavy syllables and four light
syllables.

In the second [syllable] which is heavy there will be
Samya in the third, Tala'.

275. In the third and the fourth there will be Samyd
and Tala for the light syllables and Tala, Samya two Talas
and Sannipata are to be applied to these, and in the light
syllables there will be Patas consisting of eight Kalas.

276. The Aparantaka is to be Lnown as originating
in the Tryasra Tala [represented by] Tala, Sa.mya, Tala and
Sannipata

277, After separating the long syllables one should
apply [the Talas of] two Kalds. These Talas of two Kalss
and of four Kalis are [to be represented) by six Padabhagas
[as follows].

278. [§amya, Tala, two Talas], §amy§,, and Tala,
Arrangement of the Pata will be as before in case of the fifth
and the‘sixth [Kalal.

279, The Tala of four Kalds includes Avipa and
Viksepa. And it is furnished with the Padabhagas of four
or six Kalas.

280. One is to apply here Vastus five six or seven in
uumber". In the end of the second, fifth [Kalas] there should
be two Samyas.

2391. And in the end of the third, the second and the
fifth and at the beginning the sixth there should be Tala
and then the Sannipata will be at the end.

282-283. These are the Pitas relating to the previous
Vastus in case of [the Aparantaka of] four Kalas.

This is the application [of Talas] in the Aparintaka
of four Kalias. This is to be known as the Aparantaks in
Patas of literal Talas.

(274) 'See SR. V. 91. This passage in its second hemistich seems
to be corrupt.
(280) ! The passage seems to be corrupt.
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283-285. In the beginning, the Upavahanas of the Kala
will be doubled in grouping (). 1In [the Aparintaka of] two
Kalas the Upohana will consist of one or of two Kalas, and
gimilarly in [the Aparantaka of] one Kald the Upohana will
be of one Kala. This (i.e., the Aparintaka of two Kulas)
being doubled, is to be known as the Aparintaka of four Kalas.
In this third [Aparantaka] of light syilables the last Kala will
be doubled.

286. This is the Aparintaka in which the Vastu' aris-
ing from the leama, Tala represented (lit. adorned) with six
Kalas, is called the Sakha?

987. Tts Prati¢akha' is similar to its Sakba. Tt is like
its latter (pajeima) balf and consists of different words!. Its
S1rsaka (iras) is to be made with the Paiicapanih of one Kala,

988. In course of performing the four Vastus it should
apply the Nivrtta in the Vrtti [Marga]. This is the special
rule in the following [half].

289-290. Then there will be two Talikas of six Kala-
patas. And by means of the literal Paiicapinih of ene Kala
there will be an Upavartana of these two'.

290-291, TIts (i.e., of the Aparintaka of four Kalas)
Upohana will consist of half [the number of Kalas in] the
Vastu and its Pratyupohana will be of two Kalas.

[The Aparantaka of] two Kalas is to be performed in
the Daksina [Marga] and that of four Kalas in the Vrtti
[Msrga]. And in case of the remaining ones', there should be
no Upohana here’.

2992, This is the time-measure prescribed by me for
the Aparfintaka.

(283-285) ! The passage seems to be corrupt.

(286) ! Read Vastu fakha for vastusakha.

1 mify dmww dw § ewgemmal sforew fafwwer Koo on
SR. V. 92.

(287) ! See note 2 above. 2 See SR. V. 97.

(289-290) ! cf SR. V. 98. Read agmwmugs (7] for namay gw sfe.

(290-291) ! Read a% ae wazweem®. 2 See SR. V. 104-105.
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The Ullopyaka

[The Vastu of] the Ullopyaka will consist of two long
syllables two short syllables and a long syllable

293. Its Kalas will be as follows. Sa,mya, Tala, Samya.
Tila and Sannipata and these representing the five Pitas
indicated by the syllables of the literal Caturasra [Téla].

294, According to the aforesaid rules there will be the
[Ullopyaka of] two and of four Kalas. After its three limbs
have been sung there should be the Vaihiyasika.

296-297. It will have one limb in the minimum and
twelve limbs in the maximum. It will consist of twelve
Kalss, or seven Patas [which are a8 follows :] Samya of two
Kalas, Tala of two Kalas, the Sa,mya, Tala and Sannipata
[each of one Kala one after another]. This is the Sikha the
Pratisakha [will be like this, but it] will consist of different
Padas (words).!

298-299. When it will come to a close then will take
place the Antaharana.! The Samharya is regularly to be made
up of thd literal Paficapinih. The Samhara of the endless (?)
is to be carried on in its own Téla. The Nivrtta of two kinds
consists of three Amsas and are [again]of three kinds,

300-301. The three kinds [of Nivrtta] are Tryasra,
Caturasra and mixed. The three limbs of it are Sthita,
Pravrtta and Mahajanika. There should be Antaharana with
the Paficapanih Tala and similarly Sthita with the Yugma
Tala. Its rule of Pata will be as follows :

302-303. Sarhya of two Kalas, Tala of two Kalas,
§a,nnipata, of four Kalas. Then comes Pravrtta. It has
Samyas of two Kalas, Tala of one Kali, Caffcatputah of Taladi
class, and Sannipata.

304, Mahsijanika should be performed with the Sthita
Tala, and Nivytta should truly be in the Nivrtta Tala.!

(295-297) * See SR. V. 119.
(298-299) ! The text here seems to be corrupt.
(304) ¢ The text here seems to be corrupt.
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805. Of Sthita and Mahijanika, there should be mostly
Upavartana and before it Udghattakah and Parivartak a
should be performed.

306. Yugma being of mixed Tala, should be applied
in the Anta [Tala].! Vivadha with Ekaka is the entire rule
in Anta [Tala].

807. Thus I have described properly the Anta Tila
which is Yugma as well as mixed. Now T shall describe the
Tryasra Tala,

308. [Tt is as follows: Samya of two Kalas, Tila,
Sannipata of three Kalas. Then comes Pravrtta.

309. Here Pravrtta should be properly made Parivar-
tana with Paiicapanih of the literal ( yathaksara) class.

310. Its Mahajanika should be in the Sthitd Tala, and
Nivrtta Tala should be observed in its Anta-nivartana.

311. Mixed Tila being [a combination of] Yugma and
Ayugma (ojak) Talas, should be the Antahpravartana,
Vivadha with Ekaka is the entire rule of Anta Tala.

312. Sthita should briefly be made up of two'limbs or
one. That with Yugma [Tala] should be of two limbs, and
that with Tryasra of one limb,

313. Pravrtta also will be of two limbs or one. Maha-
janika will be of one limb and Samharana of two limbs.

314. In the Ullopyaka this is the Anta beginning from
Sthita ending with Pravrtta.

The Prakari

815. The Vastu of the Prakari, cousists of six Matris
and nineteen Patas, and it (Vastu) should be of four Kalas in
length'.

316-317. There should be no literal (yathaksara) Téla
or Tala of two Kalas. After the initial three Matras there
should be éamya and Tila', Then the Vastu should be serially

(306) ! Read yugmopy antah for yugme hyantah,
(315) ! See SR. V. 136-137.
(316-317) ! See SR, V, 137-138,
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made of Patas consisting of six Matras. And the Upohana
will be in the first half of the Vastu.

318-321. Its second Matra will be Samya with T3ala and
Samys again will be at the end of the three Matras. In
the fourth Matra there should be twelve Talas and in the
fifth oighth' Talas. In the sixth there should be Samya of
two Kalas, Tila of two Kalas again Tala of’two Kalis and
Sa.mya of two Kalas and Samya, Tala, Tala, Samya and Tila,
Samya, Tala and Sannipata’

321-322. When four and a half Vastus will constitute
the Prakari, it will be the latter half of the Pada and
its half should be placed before. Its Samharana should be
made with the short Asarita.’

The Ovenaka

323-328. The first Pada of the Ovenaka is to be made
equal to that of the 8akha of the Aparantaka, and its second
Pada is to be made equal to that of its Pratisakha. And the
same will be its Patakala and Masaghata afterwords.
The rule of its Pita, \\;l” be six Patas of twelve Kalas, [They
will be as follows :] Samya of two Kalas, Tala of two Kalas,
Tala of two Kalas, Samyd of two Kalas, Tala of one Kalj,
Sannipata of three Kalis, and its Masaghata generally will
be a limb of Vivadha, At its end should bs Sandhi and
sometimes Upavartana, and its Ogha will be made up of
Paiicapanih of one Kala, and the Sandhi should be made of
literal Paficapanih, and Ekaka and Vivadha are its limbs.

329-330. Its rule like of that of Upavartana, is
different. The rule which is applicable at the beginning
of the final Caturasra, is to be wished [as] the Caturasraka
according to the same limb of Vivadha.'

(318-321) ! Read casta[kah] smytah for castamakh smrtah. 2 cf. SR.
V. 141-142.

(321-322) ! Read karyam samharanam for kayam samharapam. See
SR. V. 139

(329-330) ! The text here seems to be corrupt.
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830-333. The Sampistaka will be of two kinds:
Sandhivat and Vajratdla.' They will consist respectively of
geven limbs of twelve Kalis, and of twelve limbs of ten
Kalas. One should use here Kiskrima, three §amyﬁs, three
Talas, and a §amyé and a Tala, a éamya a and Tila, then a
Sannipata., This is the Sampistaka in the Ovenaka of seven
limbs.

333-334. This, after adding to it two S’amyﬁ,s and a
Tala, is desired in the [Sampistaka of] twelve limbs. Nine or
eleven Patas are called the Sampistaka, and tho Upavartana
is to be applied like Vajra.!

335-338. Combined with Vivadha and Vrtta, the Praveni
is of two kinds. The application of the Praveni should be
made the literal Paficapanih, and it should consist of two
Kalas or mixed [Kalas] according to the limbs, and some-
times Upavartana should be made at its end, and the same
should be according to the prescribed use of the Paiicapanik.
The second Tila falling from it, is called Apapita. TIts
Antaharana should be made in the Vajratala. .

The Rovindaka

338-341. In the Rovindaka, there should be six Mitris
with the Padabhaga of four Kalas, Here the Pita is desired
after the half O/f the five Mlzit;r&s. [This .I”ata will be as
follows :] Tala, Samya, Tala, Samya, Tala, Samya. This is
the rule of five Matras in due order. Fourteen are the Talas
desired in the Matras of the fifth.! Similarly the sixth will
have four Kalas as in the Madraka. .

342-343. In the beginning there should the Upohana con-
sisting of eight Kalas. Then there should be the Pratyupohana
of two Kalds. The Pitas should end in a Sannipata and
include Vivadha and Ekaka. In the end its collection of
Varnas, will consist of eight Kalas, This the_tabular view
[of the first Pada of the Rovindaka).

(330-333) ! The text here scems to be corrupt.
(333-334) ! The text here seems to be corrupt.
(338-341) ! The text here seems to be corrupt.

12
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344-345. The second Pada will also have similar
Varnas in its Upohana. Its tabular view should give the
Talas in its body. This should be represented by Paiicapanih
of two Kalas, and its total length will be twelve Kalas only,

346-349. In the body of the Rovindaka, there should be
the Upohana of six Kalas, and in its beginning there should
be Vivadha and Pravrita. And it should begin with Avapa
(@-kara)' and is to consist of four or of three Kalis according
to one’s option, and joining of limbs is to come afterwards.
Its Sirsaka should not be of any special kind, and it should
be made up. of literal Paiicpanih. In its beginning there should
be Ekaka, and at the end Pravrita. This is the Rovindaka.
The Uttara comes aftewards.

The Uttara

850. I shall speak of the Uttara having characteristics
according to rules. It should have Mukha and Pratimukha.

3561. Asin the Ullopyaka, it should have in the begin-
ning a Matra made up of four Kalds, and as in the Rovindaka
it should use at the beginning a group’ with Avipa (akara).?

352-354. 1t shoyld have six limbs in t‘;he minimum
and twelve limbs in the maximum, and its Sikhi should
have six Patas consisting twelve Kalas Thoy (i.e. the Patas)
will be as follows ]T‘m of two'Kalas, Samy? of one Kala,
Tala of two Kalas, %am; of two Kalas, Tala of one
Kala, Sanni pata of three Kalas'. The DPratisakba will be
just like the Sa,lxha and only it will have a different
Pada.

355. Though it is performed without any specmllty
it should have some rule at the end. At its end, the Sir saka
should be observed with the [literal] Pagicapanih.

366. The Pratisakha should also be performed with the
Paficapanih of two Kalas having Patas mentioned above.

(346-349)  The reading here is probably corrupt.
(351) ! Read ganam adyan in the text.

2 See note 1 on 346-349 above.
" (352-354) ! The passage seems to be corrupt.
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357, This is the Tala of the Daksina Marga in the
Seven Types of song. The time which is suitable in the
Daksina [Marga] will be used also in the Vartika [Marga).

358-359. And the same [rule will hold good] in the
Citra [Marga] when there is nothing special. This is the rule
of time in dance' due to Ardhayoga®, except in the two
Mukhas of the Ullopyaka and of the Uttara. The Ardhoyoga’
at that time will consist of two Kalas

360. And similarly in the case of the Rovindaka and of
the Ullopyaka as well as of the Madraka and of the Uttara,
the second syllablo will consist of four or of two Kalas,

361-362, 'T'ho is the rule in the bodies [of songs] and in
the remaining [case] there should be Prakrti, and in the Prakrti
too, four Kalis should bo used along with two Kalds.' In
case of the Vrtti (Vartika) Marga, the Ardhayoga in time, will
consist of groups of four Kalis. The combination (Yoga) of
four Kalis available in the Vrtti Marga, will also occur some-
times in the Daksina Marga.

363. The rule of Tila in the Daksina [Marga] men-
tioned in case of the Mukha and the Upavahana of the
Madraka and Ullopyaka, will also be available in the Vrtti
(Vartika) Marga.

364. In the Citra [Marga] whether it is used by itself
or along with anothor!, both these (i.e. rules of ’Kalé,) have
been prescribed. In the Citra, the rule about the Sikhas may
end in any of the three Margas.’

365-366. Theso are the [songs of] 3even Types [sung]
in tho three Margas, and they are of two kinds :' Kulaka and

(858-359) ! Read nyite for urtte in the text.
2 Read ardhayoga in the text. This term has not been explained before.

3 ibid.
(361-362) ! The text herc seems to be corrupt.

(364) ! Read citre vyaste in the text. 2 Read irayamargikam. The
trans, is tentative. '

(365-366) ! See S. R. V. 60,
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Chedyaka. [A song of] one sentence (lit. meaning) is Kulaka?
and that of] different sentences, is Chedyaka.?

366-367. The songs of Seven Types are [again] of three
kinds' : Niryukta, Pada-niryukta and Aniryukta. ,

367-368. The Niryukta' is that which has Sakha
from outside the body of the song. The Padaniryukta® is that
which is partially free from such elements outside the song,
and the Aniryukta® is quite free from such elements.

369. These are the two classes of songs of Seven
Types. These Seven Types of songs uttered by Brahman,
have come out of the Samaveda.'

370. Songs and instrumental music [performed in] the
worship of gods, [bring] limitless merit, and at the conclusion
of all such songs, Chandaka (Chedyaka ?) has been prescribed.

371-372. This is the rule of the Rk, Gatha and Panika
having forms consisting of two four, three or nine Caturasra,
Talas. According to this rule, one should prescribe Caturasra
and Tryasra Talas.

372-374. The group (gana) mentioned before', should
have one Kala at its beginning. And this Kald should consist
of four Matras. The Madraka (madriki), the Panika and the
Catuspada songs connected with the praise [of a deity],
should be made up of eight or of six limbs, in Talas of
Caturasra or Tryasra forms. Such songs with one, two, or
three limbs are to be made’up of four Padas.

2 §d. gives clearer definitions. According to him, the Kulaka
is a song in which different limbs constitute a single sentence (SR. V.
61.) and when such limbs are different sentences, the song is called the
Chedyaka (ibid). For the limbs see 223, 236, 231-234, 244-245 above.
3 See note 2 above.
(366-367) ! See SR. V. 61.
(367-368) ! Sd. secms to define this differently. Cf. SR. V. 62.
2 See note 2 above. 3 See note 2 above and also cf. SR. V. 63.
(369) ! Seel. 17-18.
(372-3M) 1 It is not clear where this has been mentioned.
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376. Caturasra and Tryasra forms [of Tala] are pres-
cribed separately or jointly in these limbs. This is [all
about] the Tala of songs of the Seven Types prescribed by me.

376, Dhruvas are to be known as Caturasra and
Tryasra. The rule of their Talas [relate] briefly to six kinds.

377. [Of these] the Adqita' and Utthita? are Caturasra
in form consisting of four Sannipatas in the Caiicatputah.

378-379. At the end of the Supratistha!, there should
be Sannipata. Apakrsta should be in Tryasra [Tala] depend-
ing on Capaputah. Itis combined with four Sannipatas at
the end of the Pada. The akasagraha of all these will be
the Caficatputah.’

380, The Vilambita [Dhriiva] will be Tryasra, and it
will be followed by these two, and it is to be joined with
the Caiicatputah beginning with Niskrama.

381. The two Padas known as the pair, at the end of
the Padas (?) in the Sannipita, are to be regularly connected
with the Caficatputah of two Kalas. Sirsakas are to be applied
with the Paficapanih (i.e. Caturasra) Tila in two .different
manners.’

382. Along with four Sannipitas quite at the end
of the Pada, one should apply two final Matris of the Tala.

383-384. The two Matras in their time, are to be made
equal to Jhamkiras,! When there will be a Kala [in Dhriivis]
without any excess, an expert in [dramatic] production
should make it of equal Matras by reduction or prolongation.

384-385. Along with the increase of Varnas, there
should be an increase of [the form of] Talas. A new Kala in
the syllables of the Niryukta [songs], will be Jhamkara. This,
due to a connection with Kala and Tala, is [called] §u§ka.
Kuttana.

(377) ! Not defined anywhere.
2 Not defined anywhere.
(378-379) ! See below XXXII, 55.
2 The trans. is tentative. .
(381) 'This passage seems to be corrupt, and the trans. is tentative.
(383-384) ! This term has not been mentioned before?
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386-387. A [proper] Kala and Tala are to be observed
in all the Dhriivis. The principal' Tala should be regularly
observed in the case of Natkutas. In its Kalapata it will
be in the Caiicatputah Téala. This Tala will be Tyrasra in the
Khanjaka Dhriiva.

8¢8-389. This limb' will be Akrijita. The limbs which
are [applied] in the Dhruvis, are to be made up of eight or of
six Kalas. This is all about the Tala prescribed by me.

The Catuspada

390-391. I shall now speak of its rules (lit. charatoris-
tics), at the end' of a [discussion] on the Catuspada
(quatrain).?

The Tala of the dance which begins with delicate [move-
ments] and relates to the Erotic Sentiment, and which has
been created by the goddess® [Parvati], will now be described.

391-392. [The song known as] the Catuspada, should
be performed by women, and it is of two kinds, viz. Tryasra
and Caturasra.

392-393. The Catuspada according as it relates to the
speech of one, of two or-of many, will be of three kinds, and
will abound in the Erotic Sentiment.

393-394. It will again be of three kinds, viz. Sthita,
Pravrtta and Sthita-pravrtta.

394-395. I[Its Tala will be as follows:] Niskrama,

amya, Tila, Samyd being preceded by Niskrama and
followed by Sannipata.

395-396. There will be twenty-eight varicties of Catus-
pada. I shall speak of these varieties in due order,

896-398. The Catuspada of the Sthita class will have
& quick tempo, and that of the Pravrtta class a slow tempo

(386-387) ! Read angatala for bhangatala.
(388-389) ! See not 1 to 386-387 above.
(390-391) ! The passage seems to be corrupt.
? This seems to be the term used by Kalidasa (devah,
él'armi.gthiﬁ{l kytir layamadhya Catuspada, Malavi. 11, 0.5).
¢ 3 See AD. (text) 5. p. 1.
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and the Catuspadi of the Sthita-pravrtta class will have a
medium tempo, and the Tala there, will be the Caiicatputah as
well as the Capaputah, and their Patas will be in double Kalas,

398-402, [The Catuspada has the following varieties :]
Bahvaksard, Vipuld (Prthula) Magadhi, Ardhamagadhi,
Samaksarapadi, Visamiksara, Adyantapabrapd', Anikini,
Avasanapaharand, Antapaharana, Abhyantaripaharani, Ardha-
natkuti, Ardhakbaiija, Misra, §ir§akﬁ, Ekavasina, Niyataksard
and Ardhapravrtta.

402-403. Now listen about their characteristics.

That song which has its words fully expressed, and
consists mostly of short [syllables], is uttered quickly and
is sung in a quick tempo, is called Bahvaksara.

403-404. The song which consists mostly of long and
prolated syllables, and includes short sentences and words,
and observes successively three different tempos, is called
Prthula in connection with the practice of delicate [dance].

404-405. That song which observes three tempos and
three Yatis, and includes three kinds of syllables [in equal
measure], and requires a Tila of thirtyone [Kalas], is called
Migadhi.! :

405-406. The song which consists of long and short
syllables only, and observes quick and medium tempos and has
half the number of Kalis required for the Magadhi, is called
the Ardhamigadhi.!

406-407. The song which has a regular number of
short and long Matrds in its Padas, and ,its Padas, Varnas,
tompo and Tala are regular, it is called Samaksarapada.

407-408. The song which has an irregular number of
syllables and Matras [in its feet], and has its feet irregular in
number, and which observes no regular tempo and Tala, is
called Visamaksari (Visamaksarapada.)

408-409. That' song which requires the final Sannipata

(398-402) ? Read adyantyapaharana for tasyantyapaharana.
(404-405) ! Sce XXIX, 76-77 and also XXXII. 488-489.
(405-406) } See XXIX, 78 and also XXXIL 481.
(408-409) ! Read yah gyat for yat syat.
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and the final Anusvars is ealled Adyantapaharani made of
Anusvira,

409-410. The song which has in its middle, beginning
and end, syllables with Anusvara, and the remaining Padas
are without any such restriction, is called Anikini,

410-411. The song with no fixed number of syllables
in its Padas, is always called Avasanipaharana,

Such a song which has Anusvira, and is quick in tempo,
is called Antipaharana.

411-412. The song which has its second Kala in Sanni-
pata, and has syllables in its middle, is called Abhyantara-
paharani with Anusvaras'.

412-413. The song which is divided into halves, is called
Ardhanatkuta. And when followed by Tryasra Tila, it is
called Ardhakhaiija'.

413-414. When in a song, the Khaiija and the Natkuta
have been mixed up, and it is sung in the Tryasra or the
Caturasra Tala, it is called Misra (the mixed one).

414-416. The song of which the half is suddenly [com-
menced and] finished, and is adorned with Slrsa, is called the
Slrsaka,

415-416. The Catuspada song, of which one Pada ends’
with half of the Varnas, is called Ekivasana'. It should have
only long and short syllables in the previous Pada.

416 417. The Ekapidavasina song which is furnished
with a Sn'sa,ka. in each of its Pada, is called Niyataksara.

417-418. The,song in which the Sthitd or the Pravrtta
is half applied, is called Ardhapravrtts, and it is created by
both of these two.

418- 419 Its (i. e. of the Catuspadd) Tala is as follows :
Niskrama, Samyi Tala, Sa.myi Avapa, and Sannipata,

There are three kinds of Upohana in the delicate [kinds
of dance].

(411-412) ! The text is evidently corrupt.
(412-413) ! Read hy ardhakhaiijeva for °khaiijena.
(415-416) ! Read ekavasana for ekavasana.
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420. Its Pratyupohana consists of two Kalds in the
minimum, and three Kalas in the maximum. Its final Kala
being called a double one, will end in Sannipata.

421. This song will have Sannipatapaharana, in its
middle and end, and it may be completed in two or in many
sentiences.

422. It may consist of one, two, three or four padas,
and of not more than four.

423. For, making it full of numerous padas, does not
create beauty and kills' the nature of the Varnas and obstructs
the expression of limbs.

424. Hence the Sthita is always to contain two padas,
and it' should be also performed in one pada, and the Pravrtta
is to consist of four padas.

425. The Padapatas there, will have one form and will
consist of one pida, and its Kalds will be twentytwo in the
maximum, and shall contain a Sannipata in its pada.'

426. In its medium size it is known as having three
padas. And on account of the Sannipita it should be sung
in a medium tempo.

The Liasyas

427. 1 shall now describe for you in due order, the
characteristics and application of the Lasya, of which I spoke
to you before.!

428, It is said that the Lasya is so called because of
its shining (ldsana). It relates to mutual attraction of
men and women, and like the Bhina'it is to be performed
by one person, and its subject-matter also should be suitable.

(423) The passage is corrupt. Emend wsfa wags® etc, as
Wi waerain frafa.

(424) 'This passage also seems to be corrupt. Emend wd¥a gz
W as TR w21 fe.

(425) 'This passage is also-possibly corrupt. The trans, is tentative.

(427) 1See XX. 132 ff.

(428) 1See XX. 107-109,

13
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429. That (i.e. its subject-matter) having one topic or
many topics, has been mentioned in connexion with its
[different] types (amga).! It has ten’ such types and I am
going to define them.

430-432. The types of Lasya,' are Geyapada, Sthitapathya,
Asina[pathya], Puspagandika, Pracchedaka, Trimadhaka,
Saindhava[ka], Dvimfidhaka, Uttamottamaka, Vicitrapada,
Uktapratyukta and Bhava (Bhavita).

432-483. The Asina' should be performed carefully
by a woman while she is seated. And the Sthitapathya
should however include the earthly Caris’ at the time of
dance and of playing of instruments, and at the beginning
and the closing of songs.

433-434. The rules which hold good at the time of
[ordinary] dance and of the playing of instruments, should
generally be followed in the Lasya.

434-435. Types of the Liasya, are briefly ten in number,
I shall [now] speak of their application and characteristics.

The Geyapada

435-437. After' the musical instruments have been
placed in proper order and the screen has been drawn
away? and the flower offerings have been made, to the seat
assumed to have been taken [by Brahman,’] and the drums
have been tuned, and the Trisiman,' has been chanted, [the
wise] should perform the éuska Asarita in accompaniment
of three flutes. Tken the Asarita should be performed in
the Tala prescribed for the Margasarita,

(429) 'Ch. XX. 132 footnote. 2See the note on 476-478 below.
(430-432) !See XX, 132 f. n.
(432-433) !The fuller form of the Asina is Asinapithya.
2See XI. 13-28.
(435-437) 1See V. 17. Emend wifidutsfiums: as @ifid wefiag.
: 28ee V. 11-12.  3See V. 74.
*This term has not been defined anywere. Does it mean
‘the three Samian chants’ in the Vedic manner ? See XXXI. 369,
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438, Then there should be the Upohana in the Tryasra
Tala of two Kalas, and afterwards the three Parivrttis ; and
this should be the conclusion [of the Preliminaries]. The
experts should [then] observe the conclusion with Parivrttis
(Parivartas). .

439-440. During the Parivarta a male sentence should
be uttered first. An aggregate of three sentences, is ‘male,’
whereas that of four sentences, is ‘female’, This should
be done for attaining the Nirvahana at the conclusin,

441-444. 'This is what is known as the first type of
Lasya called the Geyapada.

The Sthitapathya

I shall [now] speak of the Sthitapathya. One or
two Vrttas (Parivartas) should be sung in the Paiicapanih
Tala, and the two Khaifjakas are to be sung in the
Caiicatputah Tala of two Kalas. [This Tala should be] of
the literal (yathaksara) class, and should include eight
Sannipitas, and it should end in the Caficatputah of two
Kalas in a quick [tempo].

The Asinapathya

445, After adopting the Tryasra Tala the Asina-
pathya should properly be performed with & song composed
in metres of long feet, expressing wholly manly feelings.

446. Thus the Asinapathya should be performed in
the four feet [of its song] expressing jthe meaning sung
in the Paficapanih Tala.

447-448, In the Asinapathya one should employ
a §ir§aka consisting of eight Sannipatas and of Talas etc.
And this should be in the literal Paiicapanih Tala.

448-449. In its second Parivarta when the eighth
Sannipita is over, one should then sing a sloka in the
Caturasra (yugma) Tala.

449-450. The playing of drums performed in the
Asinapathya should agree with (lit. be similar to) the
movement of limbs made in i.
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450-451. One should then sing eighteen or twelve
Padas, and the Nirvahana should afterwards be performed
in the Uttarah Tala. This is the rule regarding the Asina-
pathya.

The Puspagandika

452-453. Now listen about the type of Lasya called
the Puspagandikd which is adorned with various kinds
of metres, and in which singing and playing of instruments
are done alternately, and during [the singing of] every foot
of songs, there should be appropriate Angaharas and the
playing of instruments.

454-455. One should sing (lit. use) there a song in
a male metre of the Samavrtta class. At the time of singing
each foot, there should be a suitable dance and the playing
of instruments in the Cancatputah Tala with four Sanni-
patas.

455-466. Then the two [songs of] metres of the Khaiija-
Natkuta class should be sung, and at the end of their
Nirvahapa there should be a Sirsaka in the Paiicapanih
Tala, and the dance in it should be performed in the
Aviddha Cari and with expressive Angaharas.

The Pracchedaka

457-469 An expert in the performance of Lasyaa
should know that the Pracchedaka consists of three limbs
and two Dhatus, When the theme of the Lasya relates to
the joy [of a heroine] on seeing the face of the lover in
moonlight, in a temple or in a mirror, the expert should
know that it is the Pracchedaka in which, dance predomi-
nates and which is rich in games, and is besides adorned with
[different] expressions of Passion (kela).

459-461, Its games should be performed in the Caiii-
catputah Tsla and with a song of regular (lit. equal) feet
" in the Matravrtta (moric) metre and with eight Sannipatas, or
it should include a song in the Totaka metre of many
syllables and meanings, and should be performed in the Paiica-
panih Téla of two Kalas or of one Kali, or the both mixed
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with each other. [Its] éirsa.ka. should be made up mostly
of heavy syllables, and it should be performed in the Tryasra
Tala of the literal kind including eight Sannipatas.

462-463. The Lasyanga called the Pracchedaka
should include games and be performed with songs combin-
ed with Vivadha and Ekaka, and these should relate to the
the Kaisiki Jati,

The Trimiidhaka

463-467. The Trimidha[ka] consisting of soft words
devoid of harshness, sung in the Gandhari Jati, should be
performed in the Caficatputah Tila of two Kalis. Thus
performed in the proper Marga and with proper number
of Kalds [in its Téla] and with [such] Vidaris, and Vivadha,
it should have in it sixtyfour Sannipatas. But there should
not be in it any Angahira and Viskambha. The recitative
here connected with the play, should be delivered in the
attitude of a male person, and the Natkutaka and Khaiija-
kas are to be performed in this way. Thus has been
described the Trimiddhaka which has in it many Sentiments,

The Saindhavaka

467-468, The Saindhavaka'should be known as a per-
formance without very clear Angahiras and without many
Recakas, and it should be in the dialect of Sindh (Sindhu)?
Accompanied with instrumental music, it should bein an
energetic metre.

469-471. The recitative in it should not be short,
and the instrumental music in it, should be rich in Vitasta
and Alapti, and it should mostly include heavy syllables
and be followed by many mild Angaharas. The Saindhavaka
should be performed in the Caturasra (yugma) Tila with
Alkridita Bhagas (?).

(467-468) !'See note 2 below.

' 2May this not be considered as an evidence of the
inhabitants of Sindh, who descended from the Indus people, having
dramatic dances in a very remote antiquity ?
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The Dvimudhaka

471-473. The Dvimidhalka] should have the Mukha and
the Pratimukha in the Cipaputah Tala which should contain
twelve Sannipatas. It should have a theme with more
than one set of events and with many meanings, and it
should relate to manly feelings and should consist of one
limb or of a limb called Sirsaka.

The Uttamottamaka

473-475. In the Uttamotts}maka, one should first of all
sing the Natkuta and then a Sloka with various meanings.
And then the theme of the song should be in the Aparantaka
§5.kh§,, and the §ir§a.ka. in it should be in the literal Paiica-
panih Tala, and the performance should be adorned with
the expression of Passion (kela).!

The Uktapratyukta

476-479. The Uktapratyukta is always described as
abounding in references to anger and its pacification, and
it is always characterised by beautiful dialogues and
censuring actions. Its Tala should be in the half-measure
of the Vastu of the Prakari, And afterwards it should
perform the éirsa.ka in the Paificapianih Tala. The Vastu (?)
and Sampistaka of these should be in the Tryasra Taila.
Thus the Uktapratyukta should end in pacification.! This
is the Lasya of ten'types which I have finished describing,
and these ten types may oocur in the same manmer in a
Prakarana.

(473-475) 'The description of the Vicitrapada the tenth
Lasyanga expected after this, is missing.

(476-478) 'The description of the Bhava (Bhavita) the twelfth
Lasyanga, expected here, is missing. It should be remembered in this
connexion that ViSvanatha does not consider the Vicitrapada and the
Bhava to be among the Lasyangas (See SD. ed. Jivananda. p. 393).

(479) !See Visvanatha’s view quoted above in the note to 476-478.
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Importance of the Tala

480-483. A break in the Lasya is known as the
Samoéra, bacause of its inversion.! These are the schemes
of Talas of songs [in the Lasyas]. In observing these, one
ought to make great efforts; for a dramatic performance
(ndtya) is based on the T4la.” And the same rule holds good
in case of playing all the musical iustruments in a dramatic
performance, for the Tala relating to the timing, always
gives it proper measure. For a song defficient [in a Varna]
or having a superfluous Varna is held [within measure] by the
Tala. Hence this should be carefully studied by the
producers [of plays].

483-484. The Seven Types of traditional songs such
as the Rk, Gatha and Panikia etc., and the Prakirpaka,
Catuspada and Vardhamana, are all recognised by their
Tala. Hence one should, with every effort learn (lit
ascertain) their Talas.

485-486. One cannot be a singer or player of instru-
ments, unless one knows the Tila. Hence one. should
observe the rules given above,

The Three Layas

486-487., There are three kinds of Laya (tempo) such
a8 quick (druta), medium (madhya), and slow (vilambita).! This
tempo is made manifest in different Margas’ of songs and
playing of instruments, and it is an essential aspect (lit. the
soul) of these two (i.e. singing, and playing of musical
instruments). In these Margas there are, besides, three Yatis
related to the tempo,

488. 'That which is known as completion of metres,
syllables and words, is called the Laya' or Mina (measure)
depending on the variation of timing in Kalas [in its Tala].

(480-483) !The reading here in probably corrupt. 2See SR. V. 2.
(486-487) !See SR. V. 48. 2See SR, V. 11,
(488) 1See SR. V. 50 ff,
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The Three Yatis

489-490. The Yati which is of three kinds such as,
Even (sama), Current-like (srofogata) and Cow’s-tail (go-puccha)*
is the regulating of the duration (lit. increase) of words,
Varnas or of syllables in relation to songs and to playing of
instruments.

490. The Yati, when it has the same tempo in the
beginning, in the middle and in the end, for Varnas and
words, is called Even'. It is used in the Citra Marga, and it
predominates generally in the playing of instruments.

491-492, The Yati which in traversing the path of
musical sounds, is sometimes staid and sometimes running, is
called Current-like?, and it is used in the Vrtti Marga.

492-493. When syllables are thus indistinguishable
as long and short' * * * *

The Cow’s-tail Yati is a prolonged one and is generally

used in songs (geya-bhuyistha).
The Three Panis

493-194. The Panis relating to songs and playing of
instruments, are of three' kinds: Samapini, Avapini and
Uparipini. The playing of instruments which is simultaneous
with the start of Laya is called the Samapani.

495. That (i.e. playing of instruments) which precedes
the start of Laya, is called the Avapani. And the
playing of instruments which follows the start of Laya,
is called the Uparipani'.

(489-490) 1See SR. V. 51-53.
(490) See SR. V. 51. (491-492) See SR. I. 52.

(492-493) It seems that a portion of this definition has been
lost. For Sérr’xgadcva’s definition see SR. V. 52-53.

(493-494) ‘ﬁirﬁgadeva defines the three Grahas and in the same
connexion defines Panis also. See SR. V. 54-55.

(495) !See the note on 493-494 above,
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496. The totality of syllables penultimate to the Yadti,
will indicate the tempo, and from the tempo the measure
of these will change.

497-498. A decrease of Kalds should be made in
other Panis. In the slow tempo, there should be one
Sannipéta, in the msdium tempo two Sannipitas, and in the
quick tempo the number of Sannipatas should be four,

499, That which is indicated by this difference, is
colled the quick and the medium tempo, and the Avapani
is dependent on a medium tempo,

500. When [the Talas of one Kald] become the
Antarakald played in quick tempo, then it is called the
Uparyuparipani.!

6501-502. There is no provision for Kalis bigger than
this.! Yatis, Panis and Layas should be observed’ in due
manner by experts after considering the application of songs.
This is the rule of Tala for the Dhruvas, when the Tala is
to be observed in their cases, I shall hereafter speak about
the limbs of the Dhruvas. .

Here ends the Chapter XXXI of Bharata’s Natyasastra,
which treats of the Time-Measure.

(500) 'The passage is probably corrupt.
(501-502) This perhaps refers to Sannipatas in 497-498 above.
2The word kartayyam should be cmended as karlavya.

14



'CHAPTER THIRTYTWO
THE DHRUVA SONGS

1. Listen [now] from me about those types [of songs]
which have been ocalled Dhravas by Brihmanas such as
Narada' and others,

2. Tho Rk!, Panika’ and Gatha’, and the Seven [tradi-
tional] Types [of songs]' which have seven different measures,
are called Dhruavas.

3. O Brihmanas, I shall discuss thoso [songs] in
different metres which being created from those types, attain
the status of Dhruvas.

4-6, The five classes of Dhruvas have always the follow-
ing limbs (anga) : Mukha, Pratimukha, Vaihayasaka, Sthita,
Pravrtta, Vajra, Sandbi, Samharapa, DPrastira, Upavarta,
Masaghata, Caturasra, Upapita, Praveni, Sirsaka, Sampistaka,
Antaharana and Mahajanika.

7. Songs consisting of ono, two, throe and four Vastus
are respectively called the Dhruva. Darigitikd, Madraka
and Catuspada,

8. The Dhruva is so called, because in it words, Varpas
Alamkira, tempo, Jati and Panis ave regularly (dhruvam)
connected with one another.

Dhruvas and their limbs

9, Depending on different conditions, the Dhruvas
are known to be of five classes. I shall speak of the seven
limbs which they consist of.

10, Limbs of the Pravesiki Dhruva are Upaghita,
Pravrtta, Vajra and Sirsaka.

(1) 'An old authority on music.

(2) !The recitation of Rk stanzas.

2This term is otherwise unknown.

3The Saman chants. See MH (Ch. X).  4See XXXL, 220f,
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11. Limbs of the Aqqitd' Dhruva are Drastara,
Masaghata, Mahajanika, Praveni and Upapata.

12. Limbs of the Avakrsta Dhruva, are Mukha and
Pratimukha, and of the Sthitd Dhruvi, limbs are Vaihayasa
and Antaharana.

13. Similarly, of the Khaiija-Nitkuta Dbruva the limbs
are Samhara (Samharana) and Caturasra, and of the Antard
Dhruva, the limbs are Sandhi and Prastaira.

14. The limbs and the Kalis which are included in
the songs, should be represented in the Dhruvis by means
of [appropriate] types of metros.

156. Tho Tila in a Dhruva being Tryasra and Catu-
rasra should, as said before, consist respectively, of six or
of eight Kalas.

16, The limbs of all songs, which have beeu mentioned
[before] are Vrtta, Vivadha and Kkaka.

17-18. [The part of the song] which completes the
Pada and the Varna, is called the Vidari.' T shall now speak
of the rules regarding their* application to [different]
characters [in a play]. The Vrtta class of limbs will apply
to the superior charactors, and the Vivadha to the middling
ones, and the Ekaka to the inferior characters,

18-19. Taking into account the application (yoga) [of
the Tala] which may be Tryasra or Caturasra, one should
perform the Avasaniki Dhruva in its [proper] measure,

19-20. The Avasiniki Dhruva should have feet of
metres which rest between Gayatri and Atisakkart.

. 20-21. The Avasiniki Dhruvd which falls between the
Sakkari and Atikrti metres, consists of a foot and a half of
these,

21-22. The foot of an Avasiniki Dhruva should be
made up of short and long syllables, according to the rules
of Yati, metre and its measurement in matras, 4

(11) This is perhaps a non-Aryan word.
(17-18) The definition of the Vidarl is probably misplaced.
3Their’ relates to limbs mentioned in 16 above. °
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22-23. For the superior and the middling characters
the Avasiniki Dhruvi should be Caturasri, and for the
inferior characters it will be Tryasra, When the Dhruva is
full of meaning in all its parts (artha-pirna-padi) Vrtta should
be applied in it. On the strength of the Vrtta the Dhruva
should be Avasaniki.

24. Dhruvas originating in various metres are of
five kinds. According to Sentiments which they contain they
are superior, middling and inferior,

25. Dhruvas are of three classes : Kanisthikagraha,
Sannipatagraba, and Apagraha.

26-27. The first Dhruva is Privesiki (entering), the
second one Aksepiki (indicating), the third one Prasidiki
(calming), the fourth one Antard (transitional) and the fifth
one is Naiskramiki (departing). I shall describe their metres.

28. 'The Vastu of the Gandharva which I have spolon
of as consisting of notes, Tala and words, will be [called]
Pada' when it will reflect notes and Talas,

29, All that is made up of syllables, is called the Pada
1t is of two kinds according as it is [regularly] composed
(nibaddha) or not so composed (a-nibaddha).

30. It is again of two kinds : conforming to no time-
measure (a-tala) and conforming to a time-measure (sa-iala).

For the purpose of the Dhruva, it is to conform to a
time-measure and is to be [regularly] composed.

31. A Pada which conforms to no time-measure and
which is not regylarly composed, is connected with the
Karanas' and - it embellishes the playing of all kinds of
musical instruments.

32. That which is furnished with a fixed number of
syllables and which has a metre including caesura and has
a time-measure and tempo (/aya) for its syllables, is called a
regularly composed Pada.

(28) ! The meaning of pada as ‘song’ which is available in New
Indo-Aryan, probably goes back to this.
(31) *Karanas here relate musical instruments.
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33, That which has a free metre and caesura and has
no fixed number of syllables and has no [prescribed] time-
measure and tempo, is called an irregularly composed Pada.

34 The syllables not regularly composed will be out-
side the Jati songs, and one should describe their performance
along with the Karanas of the musical instruments.

35. The Padas which are irregularly composed and
not furnished with any time-measurs, are connected with the
musical instruments and they are [meant] to embellish the
latter.

36. But those (Padas) which are regularly composed
in persuance of the [rule of] syllables in a metre, aro called
the Dhruvas. I shall next speak of their characteristics.

87. The three I'ryasra classes [of metre] to be applied
in tho Sthitapakrstda [Dhruva] are the Atyukta, Madbys,
Pratistha and Gayatrl.

38. The Yugma class [of metres] to bo applied in the
Prasadiki Dhruvis are the Usnilk, Anustup, Brhati and Pankti.

39-40. The classes [of metre] known to be in use in
the Dhruvis of speed, aro the Anustup, Brhati, J agab'i, Druta,
Capala, Udgata and Dhrti.

40-41. Now listen about the class [of metres] for the
Pravesiki Dhravis in case of energetic [characters). The
class of metres applicable to guch characters are Dankti,
Tristup, Jagatl, Atijagati and Sakkarl.

49. For all these classes three kinds of syllabic metres
have been proscribed. They may be most]¥ in long syllables or
in short syllables or may equally have long and short syllables.

43. The Apakrsti Dhruvas should be in metres mostly
with long syllables, and the Druta (quick) Dhruvas should be
in metres containing mostly short syllables, and the remaining
Dhravas should be in metres having short and long syllables
[in almost equal numbers].

44, Motres with odd number of syllables are to be
applied in the Mukha, and these when made up of short
syllables of even number, are to be applied in the Druta
Dhruvas.
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45, Motres which have a small number of syllables
and are considered small metres, are to be applied in the
Druta Apakrsti as well as the Aksepiki Dhruvas.

46. Metres beginning with long syllables are to be used
in the Sthiti [Dhruva], and those beginning with short
syllables are to be made the Druta Dhruva, and metres with
odd and even numbers [in alternate feet] are to be made the
Aksepiki Dhruva,

47. A metre consisting of short, and even number of
syllables or of odd and small number of syllables are to be
applied in the Aksepiki Dhruvis.

48. In case their Varnas are to bo increased they should
include Samya in their Tala. I am now describing all the
classes of metre with examples of their patterns and according
to their names, extent and use. Listen about these from me.

The metres used in different Dhruvas

49, Hri.—The metre with all syllables long in parts
of gatha {eet, is called Hri.'
Ex. Yo gangasrt.’

50. Atyuktda—The metre which has all syllables long
[in all its feet of two syllables,] is Atyukta.
Ex, Iiam devam
. .%arvaml vande.'
Tr. 1 adore the god Sarva.

61. Tati—When the syllable in the middle is short [in
feet of three syllables, the metre is Tati].
Ex. éamkara{z Sulabhyt
, batu mam lokakrt.!
Tr. Let Samkara who carries the Trident and creates
the world, protect me,

(49) 'This def. is not elear,
?This example is in Skt. and so are those in 50, 51, 52 and 53.
(50) 'See note on 49. (81) ibid.
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62. Dhrti—When the first syllable in its feet of three
syllables is short [the metre is Dhrtil.
Ex. Umelah surendrah
tavayur dadatu.'
Tr. Let the lord of Uma who is the lord of gods, give
you [long] life.

63. Rajani—When the two syllables are short and one
long in the triad of its feet, the metre is Rajani.
Ex. Adhikam virahe
madano dahati.'
Tr. Love afilicts (lit. burns) greatly when one [is] in
separation [from one’s beloved].

54. This (Rajani) is also known as Madhya. These
[Dhruvas] are all of the Vrtta (syllabic) class. I shall now
speak of the characteristics [of tho Dhruva of] the DPratistha
and the Supratistha classes.

55. DPratistha—The metre which has in its feet of four
gyllables the second long, is Pratistha. '

Supratisthi—When tho two more (i.e. the 3rd and the 4th
syllables) are short it (Pratisthi) becomes Supratistha,

56, Ex. (See toxt.)'

Tr. Drying up the limbs the wind blows carrying the

[scent of] flowers,

57. Ex. (See text.)

658-59. Bhramari—The metre which has in its feet of
four syllables the first two short and the noxt two long, is
Bhramari,

Ex. (See text.)

Tr. When the forest region is in bloom, the [solitary]

elephant feels distressed.

(52) 1ibid. (53) ‘libid.

(56) 'LExamples from here are in the Pkt. For avoiding prolixity
they are not given here. )

(87) 1The passage is corrupt.
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60-61. Jayai—The metre which has in its feet of four
syllables two pairs of short and long syllables (i.e. short
followed by a long one) is Jaya.

Ex. (See text.)

Tr. The forest region being struck with frost, the

elephant is in (lit. has coms to) tears.

62-63. Vijayai—When the third syllable is short in the
above, it is Vijaya.
Ex. (See text.)
Tr. At the appearance of clouds the peacocks are danc-
ing in their honour.

64-65. Vidyud-bhranti—The motre which has in its
feet of five syllables all long, is Vidyud-bhranta,
Ex. (See text.)
Tr. Here appear tho clouds which are roaring, pouring
woter and covering the world.

66-67. Bhitala-tanvi—The metre which has in its feet
of five syllables the second and the third short, is Bhitala-
tanvi,

Ex. (See text.)

Tr. On seeing the sky overcast with clouds, the wife

of a person travolling abroad, is shedding tears.

68-69. Kamala-mukhi—The metre which has in its feet
of five syllables the final one long, is Kamala-mukhi.
Ex. (Seo text.)
Tr. The rain-clouds carried away by wind, move above
in the sky like serpents.

70-71. Guru—The metre which has in its feet of five
syllables the first, the third and the last long, is Guru.
Ex. (Bee text.)
Tr. Having lost light due to the colour of clouds
«[covering her], this moon is always pale,
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72-73. 8ikhi—The metre which has in its feet of five
s’ylla,bles the s.cond, the fourth and the last ones long, is
Sikha.

Ex. (See text.)

Tr. The roaring clouds are, as it were, laying seige to

the sky from all sides.

74-75. Ghana-painkti—The metre which has in its feet
of five syllables the first two short, is Ghana-pankti.
Ex. (See text.)
Tr. The sky obscured by clouds together with! light-
ning, is shedding tears, as it were, by its torrents
of water,

76. 'These are the classes of Dhruvi known as the
Supratistha. T shall now speak of the GayatrT class.
17-78. Tanu-madhyi—The metre which has in its feet
of six syllables the first two and the last two long, is Gayatri,
Ex. (See text.)
Tr. With his head struck by lightning this lord of
mountains sleeping under a burning heat of fever,
sinks down, as it were, into the earth.

79-80, Malini—The metre which has in its feet of six
syllables the first, the fourth and the last syllables long, is
Gayatri.

Ex. (See text.)

Tr. In this great mountain ravaged by wind and struck

by lightning, the she-elephant is weeping [in
distress].'

81-82. Makaraka-sirsi—The metre which has in its
feet of six syllables two syllables in the end long, is Makaraka~
Sirsa,

Ex. (See text.)

(74-75) 1lit. lighted up with.
(79-80) It is probably because she misses her male cgmpanion,

. 16
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Tr. In this winter which excites passion, the wind is
blowing in the pleasure garden.

83-84. Vimala—The metre which has in its feet of six
syllables the fourth and the final ones long, is Vimala.
Ex. (Seetext.)
Tr. The elephant in rut, enters into the lake which is
full of lotuses, and where the bees settle them-
selves.

85-£6. Vithi—The metre which has in its feet of six
syllables the first three and the last one long, is Vithi.
Ex. (See text.)
Tr. In the pleasant autumn, the clouds are roaring,
peacocks are dancing and the bees are humming,

87-88. Gira—The metre which has in its feet of six
syllables the first three and the fifth short, is Gira.
Ex, (See text.)
Tr. The [male] elephant on hearing the roar of clouds,
trumpets in the forest ; for it apprehends a rival.!

89-90. Jala—The metre which has in its feet of six
syllables the first four and the last one long, is Jala.
Ex. (See text.)
Tr. On seeing the tree struck with frost and shorn of
all leaves, the female flamingo is weeping.

91-92. Ramya—The metre which has in its feet of six
syllables the fourth syllable short and the remaining ones
long, is Ramya.

Ex. (See text.)

Tr. The terrific black clouds which are roaring and

covering the world, are creating an alarm.

93-94. Kanti—The metre which has in its feet of six

(87-88) Cf. Bhattikavya. IL. 9.
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syllables the first, the fourth, fifth and the sixth long, is
Kanta.
Ex. (See text.)
Tr. O dear one, are you in a state of daring courage ?
Do you wish to meet her who is angry, intoxi-
cated [but] well-meaning ?

95-96. Pankti—The metre which has in its feet of six
gyllables the first three syllables and the sixth long, is Pankti.
Ex. (See text.)
Tr. This bride of swan is passionately waiting in this
forest to meet her beloved.

97-98. Nalini—The metre which has in its feet of six
syllables twice two short syllables followed by a long one, is
Nalini.

Ex. (See text.)

Tr. Young trees slightly shaken by wind at the time

of flowering, are as it were, smiling.

99-100. Nilatoya—The ‘metre which has in its feet
of six syllables the second syllable *short and the remaining
four long, is Nilatoya.

Ex. (See text.) ,

Tr. This insufferable wind scattering the cluster of

clouds, is blowing to make the trees dance.

101. These are the regular syllabic metres of the
Gayatri class. I shall now speak of those of the Usnik class.
102-103. Drutagati-Capala—The metre which has in
its feet of 7 syllables, the final one long, is Drutagati-Capala,
Ex. (Bee text.)
Tr. This your face with the beautiful eyes which
are like the best jewels, develops passion in me.

104-105. Vimali—The metre which has in its feet of
seven syllables the third, the fifth and the final one long,
i8 Vimals,
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Ex. (See text.)
Tr. This breeze of the spring-time, blows pleasantly

and excites passion, like a lover.

106-107, Kamini—The metre which has in its feet of
seven syllables short syllables alternating with long ones, is
Kamini.

Ex. (See text.)

Tr. On seeing the spring arriving at a distance, the

southern beeeze blows to shake the trees [in its
honour].

108-109. Bhramaramaila - The metre which has in its
feet of seven syllables the first two and the last two long,
is Bhramaramala.

Ex. (See text.)

Tr. In this autumn season, the fragrant water is

beautiful to look at with swans moving about in it
and with its cloth of kasa flowers.

110-111. Bhogavati—The metre which has in its feet
of seven syllables the first, the fourth and the last one
long, is Bhogavati.

Ex. (See text,)

Tr. The cakravaki' with her lover, is passionately

moving about in water,

112-113. Madhukarikdi—The metre which has in its
feet of seven syllakles the first two and the final one long,
is Madhukarika.

Ex. (See text.)

Tr. This priyaka creeper with its beautiful ornaments,

has flowered in a season which inspires passion.

114-115. Subhadra—The metre which has in its feet
of seven syllables the second, the fourth, the penultimate
and the last one long, is Subhadra.

Ex. (See text.)

(1 lO-j 18) !lit. bride of one who has cakra as his name-sake.
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Tr. The rutting elephant comes out without its
female to the forest which has been blighted by
frost and which has no mud-water in it.

116-117. Kusumavati—The metre which has in its feet
of seven syllables the last two long and the rest short, is
Kusumavati,

Ex. (See text.)

Tr. The olephant with its female companion, is

moving about in the mountain groves which are
soaked in water.

118-119. Mudita—The metre which has in its feet of
seven syllables the second, the third and the last two long,
is called Mudita.

Ex. (See text)

Tr. A great canopy of clouds, fastened with the

chain of cranes and roaring very terribly, has
been fixed in the sky.

120-121. Prakasitda—The metro which has in its feet of
seven syllables the fourth, the sixth and the final one long,
is called Prakasita.

Ex. (See text.) '

Tr. A pleasant wind which carries the fragrance of

flowers and is laden with particles of water, is
blowing to excite love.

122-123. Diptai—A metre which in its feet of seven
syllables has the first the fifth short and the rest long, is
Dipta.

Ex. (See text.)

Tr. In the winter the wind carrying the fragrance of

flowers, blows exciting love and creating terror in
me,’

1924-125. Vilambita=—The metre which has in its feet

(123-124) 1These are the words of a separated lover. |
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of seven syllables the second, the fourth and the last two
long, is Vilambita.
Ex. (See text.)
Tr. The drying-up and [almost] waterless rivers from
which birds have been scattered and the cakrkvikas
are going away, do not shine.

126-127. Caiicalagati—The metre which has in its
feet of seven syllables the first, the fifth and the last one
long, is Caiicalagati.

Ex. (See text.)

Tr. The full moon free from the stain of clouds and

coming out of white clouds, shines in the courtyard
of the sky.

128. These are metres to be applied in the Prasadiki
Dhruvas, I shall now speak of those in the Anustubh class,
129-130. Vimalajala—The metre which has in its feet
of eight syllables the third and the last ones long, is
Vimalajala.
Ex. (See text.)
Tr. Abird is roaming about in the wide expanse of
clear water where white lotuses are smiling and
the bees are humming.

131-132. Lalitagati—The metre which has in its feet of

eight syllables the fifth and the last onelong,is Lalitagati.

Ex. (See text.)

Tr, This bride of the swan, is roaming about in the
park of the pleasure resort which is perfumed
with the smell of flowers and therefore excites
passion,

133-134. Mahi—The metre which has in its feet of
eight syllables sixth and eighth long, is Mahi.

Ex., (See text.)

Tr. The female swan with her male companion is
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roaming about in the lotus-lake which is adorned
with many flowers.

135-136. Madhukara—The metre which has in its feet
of eight syllables first six short and the rest long, is Madhu-
kara,

Ex. (See text.)

Tr. In the autumn, the wind which passes over many
forests, and is sweet-smelling on account of the
[full-blown] lotuses, is blowing to awaken the
kumuda flowers.

137-138. Nalini—The metre which has in its feet of
eight syllables the fifth and the final long ones, is Nalini,
Ex. (See text.)
Tr. The female stork which dwells in the lotus-lake
is moving to her dearest one’s abode on the beach
of the river.

139-140, Nadi-—The metre which has in its, feet of

eight syllables the first and the final one long, is Nadi.

Ex. (See text.) '

Tr. The female bee is roaming about in the forest
where the swans are in great number and which is
resounded by the noise of storks and where the
bees are intoxicated [with sucking honey].

141. These are the Privesiki Dhruvas of the Anustubh
class, and now listen about the Apakrsta ones which are to be
applied in case of women of the best and the middling class.

149-143. Ruciranta --'The metre of which has in feet
of nine syllables the first, the fourth, and the last two long,
is Ruciranta.

Ex. (See text.)

Tr. On learning that the moon in the sky has lost
her beauty on being eclipsed by Rahu, the
stars are weeping, as it wére, in great grief, and are
shedding tears in [the shape of] their rays.
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144-145. Pramitd—The metre which has in its feet of
ten syllables, the third, the fifth and the last three long, is
Pramita.

Ex. (See text.)

Tr. The lightless moon thrown in amongst the clouds
and obscured in her besauty due to rays of the
morning sun, is not shining while she is moving
in the expanse of the sky.

146-147. Gatavisoki —The metre which has in its feet

of eleven syllables the sixth and the final long is Gatavisoka.

Ex. (See text.)

Tr. The moon which has her body covered with the
canopy of the clouds and which has been robbed
of beauty by the rays of the sun and which has
become colourless due to the advent of the morn-
ing, is no longer chasing the darkness with her
[very bright] smile.

148-149. Visloka-jati—The metre which in its feet of
twelve syllables the first two, the fourth, the eighth and
the tenth and the last one long is Visloka-jati.

Ex. (See text.)

Tr. (The example is corrupt.)

150-151. Lalita—The metre which in its feet of twelve
syllables, the first, fourth, the eighth, the tenth and the last
one long, is Lalita.,

Ex. (See text.)

Tr. The big elephant in rut with its restless head
and with its feet in chains in its eagerness to
follow other elephants, has become thin, and is
looking to the beautiful forest which is being
shaken by happy wind.

152. Vilambitai—The metre which has in its feet of
thirteen syllables, the third, the fifth, the ninth, the eleventh
and the last one long, is Vilambita.
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153, Tr. The moon rising in the evening amidst the
forests which have turned black on account of the
coming darkness, does not shine well, because she
has thereby shortened her light and dimmed it.

164, These are the classes of metres in Dhruvis of
the Pravesiki Sthita class. I shall now describe those of
the Aksepiki Apakrsta class.

155. Metres of the Supratistha class, are to be applied
in the Apakrsta [Dhruvas,]

166. The arrangement of syllables and Yatis and the
Panis x x x', It is the Apakrsta.

167. The Apakrstd should have Sthiayi Varnas, Sthita
Laya, [proper number of] syllables in its different Kalas (?)
and the Sama Péni and Sama Yati.

1568. Syllables in the Kalds and Antara Kalas of the
Apakrsta Dhruvas should be according to the rules of the
Vrtta metres.

159. The Apakrstd Dhruva should always consist of
a short Vastu and Pada, and, of the Privesiki Dhruva [the
Vastu should be] shortened, because of its taking up
Karaninga.

160. These are to be known as the metres of Vrtta
class for the Apakrsta Dhruvis. I shall now speak of motres
of the Druta Dhruvis.

161. 1In its beginning there should be the Totaka', and
the rest should be in short syllables, or the rest may have
short syllables in alternate positions.”

162. This Dhruva will have metres of the Jagati and
of the Atidhrti classes of different type.

163-164. Vikrinta—The metre which has in its feet of
twelves syllables the first nine and the last long, is Vikranta,

(156) 1There is a lacuna here. For Apakystd Dhruva see 12 before,
(161) It has not been defined before. This is possibly the name
of a metre, '
. %lit, in places designated by even and odd numbeys.

.16
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Ex. (See text.)

Tr. This cloud looking like smoke, is roaring, and with
its lighting is, as it were, piercing the earth, and
like a terrible elephant, it is pouring quickly
masses of water to cover the entire world.

165-166. Vidyun-mala—The metre which has in its feet
of thirteen syllables the first eight and the final long, is
Vidyun-mala.

(The example is corrupt.)

167-168. Bhiitala-tanvi Skhalita-gati—The metre which
has in its feet of fourteen syllables tho first five, the eighth,
the ninth and the last long, is Bhiitala-tanvi Skhalita-gati,

Ex. i (See text,)

Tr. The lovely crescent moon free from clouds and
possessing bright rays, shines above with its
attractive body, and it has been thrown up, aslit
were, by Siva (lit. the carrier of Gangs) for sport,
and thus in, the month of Jaistha under the
asterism Mil4, it rises and dwells in the sky with
a larger (?) body.

Ex. ii (See text.)

Tr. Among the stars the moon free from clouds, has
bright rays, and looks silver-like, and spreading
the beauty of light it moves sportfully in the sky.

169-170. Vibhrama—The metre which has in its feet
of fourteen syllables the ninth, the twelfth, the thirteenth
and the last long, is Vibhrama.

Ex. (See text.)

Tr. O beautiful lady, the moon which is the friend
of full-blown kumuda flowers, and is ever shining
and is near the silver mountain, and is your heart’s
delight, is rising up in the sky where the dense

« darkness being gone, bright stars have appeared,
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171-172. Bhitala-tanvi ~The metre which has in its
feet of fifteen syllables the first, the fourth the fifth, the sixth,
the ninth, the tenth and the last long, is Bhitala-tanvi.

Ex. (See text,)

Tr. The strongly blowing wind, shaking the tree-
tops with constant rustle, moving about at the foot
of the mountain and raising up dusts red and
brown, is running along like one very angry.

173, Sukumird —The metre which has in the feet of
sixteen syllables the first, the fourth, the seventh the tenth
and the last long, is Sukumara.

174, Ex. (The passage is [ragmentary).

175.  Skhalita-vibhrama—The metre which has in its
feet of sixteen syllables the third, the fourth, the seventh,
the eighth, the ninth, the twelfth, the thirteenth, and the last
long, is Skhalita-vibhrama.

177, Ex. (The passage is corrupt).

178. Rucira-mukhi—The metre which has ine its feat
of seventeen syllables the fifth) the eighth, the eleventh, the
twelfth and the last long, is Rucira-mukhi.

179. Ex. (The passage is corrupt).

180-181. Druta-capala—The metre of which has in its
feet of eighteen syllables the fifth, the eighth, the thirteenth
and the last long, is Druta-capala.

Ex. (See text.)

Tr. The water of the lake in which the lotuses have

been turned down by wind, and to which the petals
[of those lotuses] have given sweet smell, and in
which the moving waves have broken the kumuda
flowers, is sending forth a call, as it were, by
the cries of birds which have been agitated.

182-183. Kanaka-latd—The metre which has in its feet
of nineteen syllables the thirteenth, the fourteenth and the
last long, is Kanaka-lata.
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Ex. (Bee text.)

Tr. O fair one, the beautiful moon of silver colour,
surrounded by the bright planets, and free from the
scattered clouds, dispelling darkuness by its cluster
of rays, is moving about like Balarama (lit. the
plough-bearer) in the autumn sky.

184-185. Mukha-capala—The metre which has in its
feet [of nineteen syllables] the fifth, the twelfth and the last
syllables long, is Mukha-capala.

Ex. (See text.)

Tr. Look at the sky where mnoves the young heavenly

damsel (= lightning) who changes her face quickly
and has made it beautiful by her passion.

186. These eight are the principal classes of metre
for Dhruvas. From these have come out the metres of even
and of odd number of syllables (in the feet), and metre of these
two kinds mixed up.

187. These are the classes of metre for Dhruvas of
the Druti types, and they relate to the comparison of gods
and kings.

188. Ksiptakda—The metre which has in its feet [of
soventeen syllables] the third, the fifth, the eighth, the
eleventh, the seventeenth long, is Ksiptaka.'

189. (This passage is corrupl.)

190. These «lasses of metres are Dvipada Tryasra.
I shall spoak hereafter about those which are Dvipada
Catburasra.
191-192. Mala—The metre which has in its feet
of sixteen syllables all long, is Mala.
Ex. (See text.)
Tr., The oclouds covering the earth, roaring loudly,
giving fourth lightning and pouring water, are
up [in the sky].

(188) *'Its ex. is missing.
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193-194. Prabhavati—(The definition of the metre and its

example are both corrupt.)

195-196.  Citrda—(The definition is corrupt).

Ex. (See text.)

Tr. Excited on hearing the roaring of clouds the
elephant surrounded by its female companions, is
rushing through the forest and issmashing the
trees.

197-198. Malakita—(The definition of this metre is corrupt).

Ex, (See text.)

Tr. The forest which has been maddened by the song
of cuckoos, is dancing, as its were, on being
shaken by the wind of the early winter.

199-200. (The definition of this metre and its example are

conupt).

201. These are the Caturisra classes of metre for the

Vilambita Dhruvas I shall now speak of the classes of
metre for the Druti Dhruvis.

902-203. Manojiia-gamana - (The definition of this meire
is corrupt).
Ex. (See text.) ,
Tr. In the autumn, the female swan is bathing in
the water of the sweet-smelling lotus-lake, and is
sporting with her beloved before her.

204-205. Lalita-gati—The metre Which has in its two
feet of twenty-three syllables, five sa-s followed by one ja, and
the last syllable long and the rest short, is called Lalita-gati.

Ex. (See text.)

Tr. (The example is corrupt).

206. Rati—The metre which has in its feet, the
sixth, the tenth, the thirteenth, the sixteenth and the last
. long, is Rati. ’

207. (The example is corrupt).
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208-209. Bhujaga-mukhi~ (The definition is corrupt).

Ex. (See text.)

Tr. O friend, this sweet-smelling wind which has come
along with clouds, and has been made restless
by the god of love, creates passion, kills sleep and
is [therefore] helpful to women.

210-211. Druta-padaga—(The definition is corrupt).
Ex. (See text.)

Tr. The humming of the bees declares, as it were,
that the lotus-lake which has just now opened
beautifully its lotus-face, is shining while it is
surrounded by lovers of lotuses.

212. These are the Catursra classes of metres pres-
cribed for Drutd Dhruvas, I shall now speak of metres for
the Uddhata Dhruvas.

213-214. Kanaka-latdksipta —The metre which in its
feet of nine syllables, has the first two, and the last three
long, is Kanaka-lataksipta.

Ex. (See text.)

Tr. O friend, I see in the sky a terribly big cloud

which is roaring and is drenching the earth with
a new shower of water.

2156, Surucird-citra—The metre which has in its feet of
eleven syllables the first two and the last three long, is
Surucira-citra.

216. (The example is corrupt).

217-218. Sasi-rekha—The metre which has in its feet
of nine syllables the fifth and the last long, is Sagi-rekhs.

Ex. (See text.)

Tr. The cluster of clouds driven by strong wind,

moves about like mountain-elephants, and roars
Jike the agitated sea.
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219-220. Salabha-vicaliti—The metre which has in its
feet of nine syllables, the sixth and the final [two] long, is
alabha-vicalita.

Ex. (See text.)

Tr. The night which has the rays of the moon as
the necklace, the stars as the head-ornaments and
the planets as the ornaments of other limbs,
looks beautiful (lit, shines) like a youthful lady.

221-222. Manigana-nikara-krtai—The metre which has
in its feet of nine syllables, the first eight short, is Manigana-
nikara-krta.

Fx. (See text.)

Tr. The night with stars as her flower [ornaments]

and planets as the filaka' marks on her face, is
going to the moon.?

223-224. Simbakrinta-~The metre which has in its
feot of nine syllables, the first four and the last long, is
Simhakranta. ’

Ex. (See text.) ,

Tr. This cloud with its wealth of waters, and glimmer

of lightning, is moving on, shaking the surface of
the earth as well as the dome of the sky.

295. These are the metres of the Brhati class, suitable
for the Pravesiki (entering) Dhruvis. T shall speak hereafter
about the metres of the Pankti class. .

226-227. Sura-dayiti—The metre which has in its feet
of ten syllables the first, the fourth, and last long, 1is
Sura-dayita.

Ex. (See text.)

Tr. The young couple of swans which are as white as

kunda flowers and the moon, is moving about in

(221-222) ! Tilaka here means alaka-tilaka (decorating spots made
- on the face).
2The night is here conceived as an abhisarikin
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the clear water of the lotus-lake, and the cranes
are following them.

228-229, Kusuma-samuditi—The metre which has in
its feet of ten syllables the first three and the last long, is
Kusuma-samuditad or Kumudini.

Ex, (See text.)

Tr. O fair lady, now has come the joyous evening
of the spring which is full of sweet-smelling
flowers, and which causes emaciation of one who
is separated from the lover.

230-231. Vrtta (?)—The metre which has in its {eet
of ten syllables the first, the fourth, the sixth, the seventh and
the last long, is Vrtta.

Ex. (See text.)

Tr. Here the elephant on hearing the peals of thunder

arising in the sky, is burning in anger and is
moving about [restlessly] in the forest.

232-233. K,rtoddha.tﬁ———’l‘ile metre which has in its
feet of ton syllables the first three, the sixth, the ninth and
the last, is Krtoddhata.

Ex. (See text.)

Tr. The sky covered with rain-clouds, fringes of which

 are lighted up by the flash of lightning, is madden-
ing the herd of elephants which being lashed by
storm, are shivering [in cold].

234-235. Puspa-samrddha—The metre which has in its
feet of ten syllables, the first four, the fifth, the sixth and the
last long, is Puspa-samrddha.

Ex. (See text.)

Tr. The elephant on seeing the masses of cloud which
are [occasionally] brightened up with the flash of
lightning, and against which the rows of cranes
are flying, has become enraged and are running
amidst the birch forest with great trumpeting.



129 THE DHRUVA SONGS [xxx, 236-244

236-237. Vipula-bhuja —The metre which has in its
feet of ten syllables the fifth, the eighth and the ninth and
the last long, is Vipula-bhuja,

Ex. (See text.)

Tr. The elephant which is restless due to the flow of
ichor, has become perturbed on hearing the
peal of thunder, and is rushing in anger to the
forest, and is moving on with violently proud
steps.

238. These are in brief tho metres of [the Pankti
class]. I shall now speak of those of the I'ristubh class.

239-240. Capala—The metre which has in its feet of
eleven syllables, the first two, and the last long, is Capala.

Ex. (See text)

Tr. Here have appeared in the sky, terrible clouds
which are like mountains, which make sounds
like drums and which look like [large] birds of blue
and black colour.

241-242. Rucira-mukhi' —The metre which his in its
feet of eleven syllables, the two middle ones (the filth and the
sixth) and the last long, is Rucira-mukhi.

Ex. (See text.)

Tr- The moon which is a friend of "the stars and is
the lover of kumuda flowers, is shaking (?) the
path of rays, and is ascending the eastern moun-
tain, before appearing in the sky.

243-244. Drutapada-gati—Tho metre which has in its
feet of eleven syllables, the fifth, the eighth and the last long,
is Drutapada-gati.

Ex. (See text.)

Tr. Here appears in the sky the moon which is
adorned with thousands of rays and which is
going to traverse the path of heavens, after push-
ing aside the soreen of clouds.'

(241-242) There is a Ruciramukhi in 187,
(243-244) Here the moon has been compared with a dancer.

- 17
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215-246. Ati-capali - The metre which has in its feet
of eleven syllables, the two middle ones the fifth and the
sixth) and the last long, is Ati-capla.

Ex.

Tr.

(See text)

ITers in the early autumn when there open many
flowers, the wind perfumed with their smell, is
making the trees dance, and is roving abont among
the lotus flowers of the pleasure-garden.

217-21%,  Viwalda—The metre which has in its feet of
eleven syllables, the third, the fifth, the sixth, the seventh
and the last long, is Vimala.

Ex,
Tr.

(See text.)

The elephant in rut, is moving about in the clear
water of the lauke which is full of lotus plants and
which is strewn with flowers, and bees also are
buzzing about the flowers in the lake where the
[aquatic] birds are enjoying themselves.

249-260. Ruciri—The metre which has in its feet of
eleven syllables; the fourth, the fifth, the penultimate and the
last long, is Rucira.

Ex.
Tr.

(See text.)

The wind which is moving the canopy of clouds, is
shaking the host of kumuda flowers, and is scatter-
ing the masses of water, is blowing on quickly like
one who is angry.

251-252. Laghu-gati Ati-capali—~The metre which has
in its feeb of thirtsen syllables, the last one long, is Laghu-gati

Aticapala.

Ex.
Tr,

(See text.)

This sun of unparallelled brightness which is tho
crown of tho eastern mountain, and is adored by
Brahmins and the Munis is moving about in
the sky.

2534264, Mada-kalitai—The metre which has in its feet
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of thirteen syllables the fifth, and the last two long, is Mada-
kalita.

Ex. (See text.)

Tr. This is the moon which is like the silver mountain
and is as bright as a mass of crystal, and is ascend-
ing the dome of tho sky, has graced the ncw
autumn.

255-256. These are the Tristubl metres. Now listen
aboust those of the Jagati class,'

Kamala-locani- The metro which bhas in its feet of
thirteen syllables, tho niuth and the last long, is Kamala-
locana.

Ex. (See text.)

Tr. Here arises in the sky the sun the lamp of the
world. He is clad with myriads of rays, and his
warmth is adored by the Brahmins and the
Munis.

267-258. Apara-vaktra —The metre which has in its
feet [of eleven syllables] the seventh, the ninth and the final
long, is Apara-vaktra.!

Ex. (See text.)

Tr. This great cloud moving about near the mountain
side, is shaking the earth with a peal of thunder
and is coming down quickly with cleverly made
music,

259. These are the metres to bo used in the Enlering
Dhruvas of the quick (druta) variety. I shall now speak
about the Vardbamana metres',

(255-256) !It seems that somc verses are missing {rom here.
(257-258) It scems that this metre has been misplaced.

(269) These metres have respectively one, two and three syllables
more in their second, third and fourth syllables than in regular metic of
the same name..
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260.

Definition of all these beginning with Pratistha

metre have been given before regularly with a description
of their feet.

261.
Ex.
Tr.

262.
Ex
Tr.
263,

Tr.

264.
Ex.
Tr.

265.

Pratistha,

(See text,)

On hearing the clap of thunder in the early
aubumn, the big elephant has become angry.

Supratistha

(See text.)

The starless sky having been beaten by wind
with whips of lightning, is weeping incessantly.

Gayatri.

(See text.)

This sky in which the luminaries have been
covered, and the sun has been obscured, weeps
as it were, after being perturbed by peals of
thunder.

Usnik.

(See toxt.)

The swan surrounded by its female companions, is
roaming about in the pleasure-garden where trees
in flower are being shaken by fragrant wind,

These are the Vardhamana metres of the Tryasra

kind, I shall now describe those of the Caturasra kind.
Listen about them.

266.
Ex.
Tr.

267.

Anustubh.

(See text.)

Here arises in the sky after throwing aside the
curtain of clouds, the moon which is the illu-
minator of the night, the friend of the stars, and
is adorned with myriads of rays.

Brhati.

Ex. «(See text.)
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Tr. The bird-couple which is accustomed to roam about
in the very fragrant forest, is flying about in the
garden of Sumeru where the gods and the Siddhas
sing their songs,

268. Pankti,

Ex. (See text.)

Tr. O fair one, the forest-wind which has been Vper-
fumed by the ichor of elephants, is blowing on to
shake the tree-tops, and to make the garden-trees
dance.

269. Tristubh.

Ex. (See text.)

Tr. Here rises in the sky the moon of clear rays. It
adorns the kumuda flowers, throws aside the the
curtain of clouds and climbs the eastern mountain,

270. Jagati.

Ex. (See text.) .

Tr. 'This sun whose body is as brilliant as molten
gold, and which is praised by DBrabmins and
Munis, is quickly ascending the dome of the sky
and will be roaming there very soon.

271. These are the metres of the Caturasra-vivardhita
class. I shall speak below of:metres on the basis of mora.

272-273. The final foot of Supratistha metres, is to
consist of two ganmas and a half, while their four feet will
contain only six ganas. Similarly the Apakrstd [Dhruvas)
should have the final foot consisting of two ganas and a half,
and [the entire song] should consist of ten ganas.

274. In case of the Additd {Dhruva] the final foot
will consist of three ganas and a half, while the entire song
will consist of fourteen ganas.

276. The Dvipadas of the Tryasra class should have
its final foot consisting of six ganas and half while the entire
the song should have eleven ganas.
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276. The [final] foot of the Caturasra Dvipadas should
consist of eight ganas and a half, while the entire song should
consist of fifteen ganas.

277. In the first feet of the Caturasras the ganas
containing one long and one short, should be not less than
two, and more than nine.

278, In the Tryrasra such ganas should not be less
than five and more than nine, and in the Caturasra
such ganas should not be less than seven and more than
ton.

279. Ganas if they consist of heavy syllablos, should
bas in Caturasra not less than five, and more than nine
if they are all short. Or they may be not less than seven if
they are all long, and more than thirteen if they are all
~ short.

280. These are the accounts of the total number of
syllables in case of all Dhruvas. I shall now speak of the
different parts of the Dvipada and number of ganas they are
to contain.

281. In the Tryasra Dhruvas, the first foot will consist
of oleven and the final foot of twentyone ganas which are
made up of a long syllablo followed by a short one.

282, In the Caturasra Dhruvas the first foot will
consist of sixteen and the last foot of twenty ganas made up
of a long syl}able followed by a short one.

283. Sirsakas have no rule of their feet. They are to
consist of two long syllables in the beginning, the middle and
the end, followed by a short syllable.

284. In the Tryasra Dhruvas the Sannipata should
be of five ganas [in length], and in the Caturasra Dhruva the
Sannipata should be of eight ganas.

285, The two padas are the Sannipata of the Dhruvas,
They are Druta and Sirsaka, and besides these there are
other two.

286. Ganas in the Tryasra are not less than five and
more than nine, and in the Tryasra they are not less than
eight and more than eighteen.
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287. Ganas if they consist of long syllable should be
in the Caturasra Dhruva not less than five and more
than nine, if they are all short. Or they may consist of not
less than eight and more than thirteen.

988. These are the ganas to bs known by the expert
in Dhruvas. I shall now speak of the distribution of ganas
and matras in the Drutad Dhruvas.

989. The Sannipita of the Druta Dhruvis is to consist
of six ganas and a half, and these aro to bo made up of twonty-
two matras in long and short syllables.

290. In the Sirsakas these should be rules regarding
their padas, and they are to bs made up of different metres,

291. In them there should be ganas beginning with long
syllables or with short syllables or having all short syllables,
and they will vary from tho precious metre (?).

9299. The Sirsaka will have pidas consisting ol seven
ganas and a balf, and they will include their matris in padas
of even or odd number of syllables.

293. In the éirsaka there should be not Jess than
twentyone and more tham twenbysix gyllables in each
foot. .
094. In the four feet there should be oven and odd
number of syllables mixed up, and according to rule thera
should be collection of short syllables in the Sirsaka.

095. If there are three short gamas in the beginming,
three such in the end, and two long ganas in the middle, then
tho Capala will be called Sirsaka. ,

996. In the first half there should always be four short
and four mixed ganas,and the rost will be collection of short
syllables.

997. Pauses (virama) of the Dhruvas to be made by the
Prasadiki, Antari and Aksepiki Dbruvas should have dura-
tion of one, two, three, four, six or eight Kalis.

098. The Pause in the Tryasra Dhruva will be of
three Kalas, and in the Caturasra it will be of four Kalis.
This is the rule in the Pravesiki as well as the Naigkrimiki
Dhruvas.
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299. The Pause in the Antara Dhruvi is of two Kalas
duration, and the l'ause in the Antard is at the end of a
pada. ‘
300. In the Sthita and the Prasidiki Dhruvis the
pause will be at the end of half of the pada, and the Kalas
will be as described above increased by half a Kala, and they
will consist of short and long syllables.

301. The Bthita Dhruvd should have mostly long
syllables, and the Drutd Dhruva mostly short syllables and
the Prasidiki and the Antara Dhruvés an admixture of short
and long syllables [in equal measure].

3C2. Thus should be made metres of the Dhruvas
originating in the Vrtta class. I shall next speak of defini-
tion of the various éirsakas.

304-306. éyeni—-The metre which in its feet of
twentyone syllables, the first, th9 third, the fifth, the seventh,
the eighth and the last long, is Syeni.

Ex. (See text.)

Tr. O fair one, this pleasant wind moving on swiftly
like a chariot, in shaking the sea, striking the king
of mountain, creating s unique terror amongst
the trees, and raising dust to soften the sharp
rays of the sun, is moving on, exciting the passion
in men. ‘

306-307. Krauiicai—The metre which has in its feet
of twentytwo syllables, the first five, the eighth, the ninth,
and the last long, is Kraujica recited by Brabmins and Munis.

Ex. (See text.)

Tr. O fair one, this clean-bodied moon has become
the illuminator and the joy of the world after
tossing the darkest screen of black clouds, and is
moving about in the sky with stars and planets
following it, and is covering the palaces with great
white sheets, and is gladdening the worlds far and

«near,
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308-309. Puspa-samrddhd — The metre which has in its
feet of twentythree syllables, the first six, the ninth, the
tenth and the last long, is Pugpa-samrddha recited by the
Brahmins and the Munis.

Ex. (See text.)

Tr. O fair one, the forest wind is moving on violently
and with great noise among the trees at the foot
of the mountain, and is driving away the clouds,
raising a canopy of flowers, scattering lotus-petals
and is giving rise to a murmuring sound in the
water of lakes,

310-311. Sambhrintd—The metre which has in its feet
of twentyfour syllables, the fifth, the sixth, the seventh, the
tenth and the last long, is Sambhrinta.

Ex, (See text.)

Tr. In the early autumn, there rises in the sky the
moon who is the lover of Rohini', and the brother
of planets. It illumines the world, and is as white
as & mass of kumuda flowers, and has’a lovely
white lustre like that of crystal gems, and is
followed by stars and other luminaries, and is
scattering its thousands of rays and is waking up
the kumuda flowers whose friend it is.

312-313. Mattakrida-Vidyun-mali—The metre which
has in its feet of twentythree syllables, the first eight, and
the last long, is Mattakrida-Vidyun-mala:

Ex, (See text.)

Tr. This rain-cloud being like [a mass of] collyrium is

making sounds like thunder, Murajas and shrill
Patahas, and being lighted up by many a flash of
lightning, followed by [other] clouds, and wearing
a heap of lovely flowers of various colours as its
tatanka, it is moving about like a mobile mountain.

(310-311) 'Rohini was the most beloved among Candra’s twenty-
seven wives who were daughters of Daksa and they became stars,

T
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313-316. Skhalita—The metre which has in its feet
of twentyfour syllables, the first, the fourth, the seventh, the
tenth, the eleventh and the last long, is Skhalita.

Ex.
Tr.

(See text.)

The sea on which the wind has raised ripples
and waves, which has its water as bright as
crystal gems, has become very noisy due to the
succession of waves, has its birds scared by swiftly
blowing wind, has more waves due to perturbed
fishes, has the sound of agitated clouds, suddenly
appears now to be angry at the moment on
being surrounded by high mountains.

317-318. Capala—The metre which has in its feet of
twentyfive syllables, the fifth, the eight, the eleventh, the
twelfth and the last long, is Capala.

Ex.
Tr.

(See text.)

O fair lady, the sun with the body as bright as
highly heated gold, after removing the very dark
screen of heavens, ig rising to wake up the masses
of lotus flowers and to give joy to the world with
its myriads of rays, and the Yatis and Munis
are singing its praise, and the Munis and thou-
sands of other worshippers are augmenting its
rays [by their sacrificial offerings].

319-320, Vegavati—The metre which has in its feet
of twentysix syllables the fifth, the twelfth, the thirteenth
and the last long, is Vegavati.

Ex.
Tr.

(See text.)
Here appears the light of the world (the moon)
with rays as white as masses of kumuda flowers,
ascending the dome of the sky with all the stars
and planets in its train. And its body is compar-
able to a silver mountain, and it spreads a coverlet
of its rays [all over the world] and looks as white
.as the face of Balarama (lit, the carrier of vlough),
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and is a friend of young women and causes in-
toxication to all.

321. These eight are the metres for the §Irsakas. Now
listen about that of the Natkutas.

322. TEight are the basic metres for the Natkutas,
Listen now about their definitions and examples,

323. They are Rathoddhatd, Budbuda(ka), Udgata,
Vamsa-patraka', Pramitdksari, Ketumati, Hamsisya and
Totaka.

324-325. Rathoddhati—The metre which bas in its
feet of eleven syllables, the first, the third, the seventh and
the last long, is Rathoddhata.

Ex. (See text.)

Tr. 'The female bee having her [temporary] abode in
the interior of the lotus, has her feet beantifully
coloured with flower-pollen, and she is now flying
over the lake with an affectionate humming
in quest of [her mate].

396-327. Budbuda—The metre which has in its feet
of thirteen syllables, the third, the tenth, the eleventh and
the last long, is Budbuda,

Ex. (It is very corrupt).

328-330. Udgata—The metre which has in its feet of
sixteen syllables, the third, the fifth, the ninth, the twelfth,
the fourteenth and the last long, is Udgata.

Ex. (See text.)

Tr. At the approach of autumn, this lake the abode
of full-blown lotuses and of cakling geese (kala-
hamsa) becomes like the sea polluted by herds of
big elephants, and it is now softly giving rise to
constant sounds, in harmony with the humming
of bees [flying over its flowers].

' ~_~(_1-32§}~ ‘\This is the shortened form of Vamfapatrapatita, See 331
below.
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331-332. Vamsa-patra-patita—The metre which has in
its feet of seventeen syllables, the first, the fourth, the sixth,
the tenth, and the last long, is Vamsa-patra-patita.

Ex. (See text.)

Tr. This cuckoo which has always a voice sweet to
ears, is roaming about in the vernal forest where
the Ciita (mango), Tilaka, Kuruvaka and Asoka
trees have flowered and atiracted humming bees,
is creating intoxication in young damsels.

333-335. Pramitaksari—The metre which has in its
feet of twelvo syllables, the third, the fifth, the ninth and the
last long, is Pramitaksara.

Ex. (See text.)

Tr. The young swan roaming for a long time with his
young consort and drinking asava (honey) from her
mouth, is now in the autumn, swiming in the
lotus-lake redolent with the smell of flowers.

O fair one, the bse after roaming for a long
time in the lotus-laks, is now {flying through the
sweet smelling Cita forest adorned by spring,
and it has a desire for tasting the dasava (honey)
from of the mouth of its female companion.

336-337. Ketumati—The metre which has in its first
foot fourteen matras, and in ecach of the remaining feet
sixtesan matras, is Ketumati,

Ex. (See text.)

Tr. When the young elephant after smashing the
[forest]-bower went to the lake where lotuses have
blown, the young bee with its female companions
left the lotuses to roam about [elsewhere].

338-339. Dhvajini—The metre which has in in its
first (three) feet of ten syllables, the fifth, and the last long,
and in the last foot of ten syllables, the [ourth and the sixth
syllables lopg, is Dhvajini.
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Ex. (See text.)

Tr. The female bee tempted by flowers, is sporting
among the lotuses, and after swiftly drinking
honey she is becoming restless [for joy].

340-341. Hamsaya—Tho metre which has in its feet
of twelve syllables, the sccond, the fourth, the sixth, the
tenth and tha last Jong, is HamsAsya.'

Ex. (See text.)

Tr. The sweet-smelling wind blowing over the beauti-

ful lake with its waves and full-blown lotuses,
is tempting bees as well as birds.

342-344. HamsAsya—The metre which has in its feet
of twelve syllables the third, the fourth, the sixth, the
seventh, the tenth and the last long, is Hamsasya.! 1t belongs
to the Natkuta class of Dhruvas.

Ex. (See text.)

Tr. A swarm of bees after constant flying in quest
of honey of ﬂowqrs, over the lotus-lake where
swans and other birds haye come, is now moving
among the lotus-leaves.

3145-346. Totaka—The metre which has in its feet of
twelve syllables the third, the sixth, the the ninth, and the
last long, is Totaka.

Ex. (See text.)

Tr. At the close of night the tetrible owl which had

a fearful hooting, has bohind it [a group of] chasing
crows, and it is [now] hastily searching after its
own hollow [of the tree].

347-348. ‘'hese in brief are metres for the Natkuta
[Dhruvas]. I shall now speak of the metres for the Khaifjaka
[Dhruvis]. Prameda, Khaiijaka and Matta-cestita are the
three metres for the Khaiijaka [Dhruvis],

(340-341) This belongs to the longer recension.
(342-344) This belongs to the shorter recension,
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349-350. Pramoda—The metre which has in its feet of
twentytwo feet, the first, the fourth, the sixth, the tenth,
the sixth and the last long, is Pramoda.

Ex. (Very corrupt.)

351-352. Bhavini—The metre which has in its feet
of nine syllables the first, the third, the fifth and the seventh
and the last long, is Bhavini.

Ex. (See text.)

Tr. The bee coming out from the flowers smeared with

a beautiful clay, is swiftly running about shaking
its wings [to cleanse them].

353-354. Matta-cestita—The metre which has in its
feet of eight syllables the first, the third, the fifth, and the
seventh short, is Matta-cestita.

Ex. (See text.)

Tr. The cuckoo comes to the forest where other birds

have [already] come to adorn it and where the
trees are in flowers and the bees are singing.

355. These are the primary (lit, original) classes of the
Natkuta, and from these come out others having even or
odd [number of syllables in their feet or having feet of] un-
equal [number of syllables].!

356. Dhruvas have sixtyfour primary classes some of
which are made up of equal number of syllables [in their
feet] and different ftom this [are made up of] unequal [number
of syllables],

357. Dhruvas of three kinds having even or odd
number of syllables or having even and odd or unequal
[number of syllables in their feet] may be of various metres.

368. Dhruvas having even [number of syllables in
their] metrical feet are two hundred and eighty five in number,
and those having partially even number are one hundred and

(355) The meaning of this and the four succeeding couplets, is not
quite clear. ¢



143 THE DHRUVA SONGS [xxx1r, 359-366

ten, and similar is the number of Dhruvis which are having
uneven [number of syllables in their feet.]

359. Dhruvas of unequal length in feet or with
unequal number of feet, are [also] generally made, and the
names to these metres mnay be given according to one's
will !

Five Aspects of Dhruvas

360 These are the classes [of Dhruvas] arising out of
various metres. I shall now speak of their [different] aspects
due to five causes.

361. These five causes are: Class (7ati), Occasion
(sthana), Variety (prakara), Measure (pramana) and Name (nima).

362, The number of syllables in the metre of & Dhruva
constitute its Class (7ati).

Such numbers being odd or even, will give rise to its
Variety (prakara).

363-364. 'The Tala of six or eight Kalas observed in
Dhruvis will constitute their Measure (pramana),! and just
as Namee are applied to men according to their clan (gotra)
family (kula) and customs (acara), so they are applied to
Dhruvas according to their depending on an Occasions
(sthana).

Five occasions for Dhruvas

364. Occasions in connexion with. Dhruvas are five,
viz. entrance (pravesa), diversion (aksepa), departure (niskrama)
calming (prasadana) and transition (antara).

365. Themes of various Sentiment sung at the entrance
of persons [into the stage] are called the Pravesiki Dhruva.

366. When in a [dramatic] performance at the end of
Acts songs are sing at the exit of characters to indicate their
going out, they are NaiskAmiki Dhruvas.

(359) !This passage is corrupt.

(362) !This relates to syllabic metres.
(363-364) !See above Ch. XXXI on Tila,
(363) 1See above 26-27,
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367. When the experts, in disregard of the rules,
have a Dhruva of medium or of slow tempo sung in a quick
tempo, it is called the Antara Dhruva.

368. The song which after [sudden] distraction calms
the audience (lit. auditorium) who are enjoying a different
Sentiment, is called a Prasadiki Dhruva because it calms
(prasadayati) their feeling.

369-370. The Antara Dhruvas are those songs which
are sung at the time of the [principal] characters being gloomy,
absent-minded, angry, asleep, intoxicated, or their enjoying
other’s company, being under heavy weight, or being in a
swoon, or their fainting due to poisoning, or being in error,
or their adjusting or fixing up clothes and ornaments, and
in covering any of their faults [in acting].

371. I shall now speak about the Occasions (sthana) to-
gether with the Sentiments and States where all the Dhruvas
are to be sung carefully.

372. The Occasions are of two kinds, viz., relating to
others and relating to one’s own-self. Listen now from me
about that [Occasion] which is connected with diversion
(aksepa). '

373. When one is captured, obstructed, fallen, attacked
with illness, or is dead orin a swoon, there the Apakrsta
Dhruva in the Pathetic Sentiment should be sung.

374, Where one is in [a state of] impatience, dis-
simulation, anxiety, lamentation, weariness, depression and
dispair, a Dhruva in a slow tempo should be sung.

375. In these States and in pathetic reports the Dhruva
should be sung in a quick tempo furnished with a rapid move-
ment.

376. Where there is any sorrow from seeing before
one’s own eyes any one killed or wounded, the Dhruvas there
should be in a slow temnpo and in the Pathetic Sentiment.

377-378. 1In cass of seeing any calamity, of intolerence,
seeing anything supernatural, being in despair, in carelessness
and in anger, and in showing one’s spirit, and in a direct
report of anything in Furious, Heroic, Terrible and such other
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Sentiments, and in agitation and in hurry, the Dhruva should
be sung in a quick tempo.

379-380. In propitiating, requesting or recollecting any
one or in an exggerated speech or in meeting [of lovers] for
the first time, in joy, in begging or in seeing anything strange
in connection with love-making the Dhruva should be of the
Priasadiki class and in a medium tempo.

381. In physical distress and in anger and in aiming
a missile [against any one] the Antari Dhruva should be
made continuous.

382. No Dhruvd should be sung when there is
any entry of weeping or singing persons, «nd when
there is any hurry in their coming or when they announce
anything, or any calamity or surprise occurs [at the
time).

383. Dhruvas should be thus applied after taking into
consideration the rule regarding themes, places, times and
seasons [involved], the characters [in the play] and indicaticn
of the States. , .

384. Dhruvas are of six kinds, viz, Sirsaka, Uddhata,
Anubandha, Vilambita, Addita and Apakrsta.

385. A: Dhruva which is at the position of {irsa (head)
is called the Sirsaka. .

A Dhruva is called Uddbata because it is sung in an
uddhata (elevated) manner.

386. A Dhruva which is begun in a playlike (?) manuner
and which adopts a tempo meant for it, is called Anu-
bandha.

387. The Vilambita Dhruva is that which according
to the dramatic convention, moves always slowly or not very
quickly,

388. When a Dhruvi arises in connexion with the
Erotic Sentiment and has some extraordinary quality, it is
pleasant and is called Addita.

389. A Dhruva which for the reason of its being sung
(lit. drawn up) in other States (?) for reasons [other than
that wiy\ which it began] is called the Apakrsta.

19
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890. The Excited Privesiki Dhravi, when the move-
ment has been arrested (?, or delayed, should be applied in
case of male characters.

391. The Pasadiki Dhruva in case of females will be
[of] the Addita [class], and when it is in a slow tempo it
will be Apakrsti and that which is not Druta will be
Vilambita,

392. As tempo, instramental musie, pause, words,
lettors and syllables accompany a song, these six are called
its entering aspects

393. Snsa.ka and Addita belong to kings and gods.
Addita is to be applied in case of women of divine, royal
and Vaiysa origin,

394, At the entrance of middling characters the
Dhruva should be of the Druta-Vilambita [class], and in case
of inferior characters it should be of the Natkuta and Khaiijaka
[classes].

395. The Khaijaka and Natkuta will be for bringing
joy to the occasion. Why is it soy Because these two
belong to Comic and Erotic Sentiments.

396. Tn case of inferior characters and of any one dead,
there should bs Anubandha with [proper] tempo. In case
of women of the.Ksatriya and Vaisya classes there should be
Apakrista Dhrava in proper tempo.

397. The Pravesiki Dhruva should have Tala with four
Sannipﬁ,tlas. The remaining ones are to have two Sannipatas,
and the Sirsakas are to have six padas.

398. Addita with a slow tempo, is not to be sung in
case of inferior characters. In their movements relating to all
the States, one should sing the Natkuta Dhruva.

399. These (the inferior characters) have only three
States, viz, Comic, Pathetic and Terrible. One should apply
Dhruva to them with a view to this fact.

400. The wise should apply the Dhruva after taking
into consideration the theme (vastu), performance (prayoga),
characters (prakrii), in a play, Sentiments, States, seasons,
a.ge, locahﬂy, time and mental condition (avastha)y
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401, The themié (vastu) arises from a locality, and may
relate to & city or a forest. The performance (prapoga) relates
to divine and human beings.

402. The characters in a play (prakrti) are of three
kinds, viz, superior, inferior and middling, Sentiments and
States have already been described befors. The season (rfu)
occurs due to the flux of time,

403. Infancy, youth and old age are the three ages.

Locality relates to the Zonal and other divisions of
various kinds.'

404, The time is fixed by day and night, and by months
and seasons. The [mental] condition relates to joy and
SOITOW.

405. These are always the fcatures in different situa-
tions, The wise should apply all these [in a play] after
taking the Sentiments and the States into consideration.

406. Those things which cannot be exprassed in speech
should be presented in a song ; for through songs only, the
strength and ripeness comes to the wmeaning of words
(vakyartha). .

Contents of Dhruviis

407. Dhruvas in case of men and women of superior
inferior or middling class, should relate to [objects] compar-
able to them in quality.

408. In case of gods and kings the comparable objects
are.the moon!, fire, the sun’ and tho, wind,' and in case
of Daityas and Raksasas they are clouds,’ mountains® and
seas.’

(403) 1See XIV. 3ff.
(408) !See 145, 147, 153, 168, 170, 183, 242, 244, 254, 266, 269, 307,
311, 320 above.
2See 252, 256, 270, 318 above.
3See 56, 82, 121, 172, 209, 224, 246, 250, 268, 309 above.
4See 65, 67, 69, 71, 73, 75, 92, 100, 119, 164, 192 above.
8See 78, 80 above.
6See 207, 316 above.
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409. In case of Siddhas, Gandharvas and Yaksas,
comparable objects are the planets, stars' and bulls, and for
all these persons engaged in practice of austerities (tapas)
comparable objects are the sun? fire and wind.’

410. For all Brahmins and and other persons engaged
in austerities, the comparable object is fire, and for their
wives the comparable object will be the same.

411, Lightning', meteor, and the sun’s rays are objects
comparable to the heavenly beings, and objects comparable
to gods, apply to the case of kings also.

412. Elephants', lions and bulls are not comparable to
heavenly beings, and elephants, serpents and lions are to be
compared with kings.

4138. Mischievous beings like the Yaksas, Raksasas and
Bhiitas are comparable to the baffalo, ruru deer, lions and other
carnivorous animals.

414, A rutting elephant' and a swan’ are compared
with superior characters in connection with various Senti-
ments.

415, Cranes' (sarasa), peacocks?, kraufica, ruddy geese’,
and lakes with kumuda flowers, have quality [enough] to be
compared with middling characters.

416. The cuckoo!, bee? crow, osprey’, owl' and crane,
pegion and kadamba are comparable to inferior characters.

(409) !See 143 above. 2See 252, 256, 270, 318 above.
28ce note 3 {on 408) above.
(411) !See 185 above.
(412) 'See 115, 117, 121, 151, 194, 231, 235, 237, 248, 261, above,
(414) 'See 115, 117 above.
2See 135, 134, 203, 227, 264, 334 above.
(415) 'See 138 above.
3See 63 above,
3Sce 90, 111 above.
4See 181 above.
(416) 'See 332 above.
3See 140, 324, 335, 337, 339, 341, 344, 350, 352 above,
38ee 346 above. 3See note 1 (on 415) abcy'e.
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417. Now listen about the objects comparable to wives
of superior, inferior and middling characters.

418. The night', earth, moonlight, lotus-lake?, female
elophant, and the river have qualities enough to be compared
with wives of kings.

419. A lake, osprey, creeper’, female crane’, pea-hen
and female deer are always to be compared with wives of
middling characters as well as with courtezans.

420. A hen, bee', crow, cuckoo and owl of female species
are to be mentioned in the Dhruvis connected with wives
of inferior characters.

421. Comparison about going, and any other movement
[should be indicated by] the Pravesiki and Naiskramiki
Dhruva.

Dhruvas to suit time and occasion

492, The Pravesiki Dhruva is to be sung to indicate
anything happening in the foremoon, And the Naiskramiki
Dhruvi may serve [in general] for anything occurring
throughout day and night. | '

493. Gentle Dhruvas are tp be sung to indicate the
forenoon, and excited (dipta) Dhruvas are to be sung to
indicate the noon, whereas pathetic Dbruvis are to be sung
in case of afternoon and evening. '

494. Any report about going is to be expressed by the
Pravesiki Dhrava, and that which relates to anything station-
ary is to be have recourse to the Aksepiki Dhruva.

425, The Akgepiki Dhruvas are all to be sung in a quick
as well as in a slow tempo. Thus will be these Dhruvas when
they arise in connexion with anger and intolerance, and are
in the Pathetic, Marvellous and Terrible Sentiments.

496. All objects existing in the earth in connexion
with a dead body or with a god, are to be mentioned in
the [Dhrava] song with suitable comparison.

(418) 1See 220, 222 above. - 2See 211 above.
(419) 1See 181, 330 above. 2See 113 above,
3See 138 above. 4See 140, 324 aboVe.
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Dhruvas to indicatc movements

427. Comparable objects in case of stationary things
should be stationary, and in case of their moving they should
be compared with moving objects, and their States due to joy
and sorrow should bs related to qualities in their objects of
comparison.

428. In case of chariots, horses, elephants, deer, birds,
palanquins and aerial cars, the experts should make Dhruvas
with a view to their movement and progress.

429-430. In case of chariots, arrows, horses, elephants,
heavenly cars, swings and birds as vehicles, the expert should
compose the Dhruva with words and syllables which can be
uttered quickly. In caseé of bulls, elephants, lions and bears,
the Dhruva should be made up of heavy syllables that can
be uttered with force,

430-431. TIn case of crows, monkeys, swans, and pea-
cocks, the Dhruvis should be made up of light syllables with
swift movement, and of heavy syllables with their slowness,

This being the case one should apply swift [Dhruvis)
after knowing the States [in their connéxion].

Metres for Dhruvas

432-433. Words of a song cannot be without a metre.
Hence after considering [contents of] the Dhruva song, one
should put it in a suitable metre.' Hence a Dhruva to express
the movement of a vehicle, should be made up of [suitable]
syllables, so that the different limbs of the song may agree
with the instrumental musie.

434. The metre which is prescribed for the foot of a
Dhruva in connexion with the movement of a vehicle, should
also be available in the instrumental music, and it should be
also agreeing with the movement of all the limbs [of a song].

435. The song should be taken up first, then the instru~
mental music, and the dance will be taken up afterwards, A
combination of song and instrumental music [with dance]
is called a performance (prayoga).

(432-433% 1See 49ff above.
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436. The State which is in one’s heart, should be
depicted by means of histrionic representation in all its limbs
and with Stca of the Nivrtyankura' [class],

437. The Prasadiki Dhruva arising from the quality of
giving joy, should be applied when there is a man in the sky
and speaking to the sky.'

438-439. The Dhruva in this case connected with
speaking, should [completely] suit the meaning of its name,
when the Dhruva connected with pleasing or jealousy and
anger, attains the Erotic Sentiment, it should be suited to
the meaning [of it name].

And when there are occasions of pleasing, Dhruvis con-
nected with the [different] Sentiments, should be made
Prasadiki to suit the meaning [of their names].

The Language of Dhruvas

440. The language in the application of Dhruvis
should be Siaraseni. Sometimes it may be Magadhi' when
[the Dhruvas of] the Natkuta [class] are to be made by the
wise, .

441. Sanskrit songs' ‘have been prescribed by the
authorities in case of heavenly beings ; and in case of human
beings half-Sanskrit? [songs] should be used.

449. Listen about their treatment if-the gods who have
been made objects of comparison, makes entrance in a play
in course of its action.

77 (436) 1See XXIV. 48 above,

(437) 1See XXVI. 83-85 ahove.

(440) 'This is the wellknown Sauraseni. Though S. has been
iccluded in the list of seven major dialects mentioned earlier (XVIIL. 47),
we are not sure of its characteristics as envisaged by the author of the
NS. The Prakrit described in XVIII, 8-23 may be Sauraseni. See note

on XVIIL 47 above.
2Magadhi though mentioned in the NS (loc. cit) has not been
described there.
(441) 'This probably points to the very early development of the
Skt. drama. For further discussion about this see the Introduction.
‘ 3This term probably indicates a language like that of the

metrica¥ portions of the Mahavastu,
A
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443. That which is their Sittvika State and constitutes
a narration of their deeds, should be expressed through a song
according to the authoritative rules.
Metres of Dhruviis

444. Songs in case of heavenly beings are desired to
be in metres of [suitable] measure (size). This should relate
to their praise or a narration of their exploits. In the feet
of Dhruvds one should describe that which relates to the
qualities of comparison.

445. [In this connexion] the metres [like] Mala, Vaktra,
Putavrtta Visloka, Cilika, Udgati and Aparavaktra should
be used by the producers.

446-447. T have described their structure (lit. rules of
metre) before." In case of gods, these (i.e. Dhruvas) should
include words expressing victory or blessing, and for
them (i.e. gods), Re, Gatha and Panika,” will be understood as
their form (lit. measure). As these are pleasing to hear they
should be put in tune (lit. applied in songs).

4480 The Jatis including Gandhara, Sadja, Madhyama,
Paficama and Dhaivata should be reckoned as the [suitable]
form of these songs.'

449. Their form to suit the four occasions should be
such as Prasadiki, Sthita, Naiskramiki and Pravesiki.

450. In the various acts of gods when there is no
obstacle, Sanskrit should often be used in the Anustubh metre.

451. The wmetres like Mala, Vaktra, and Aparavaktra
are suited to Pravesiki Dhruvi, and Puta and Culikd are
meant for Naiskramiki Dhruvis.

452, Udgata (metre) is applicable in the Prasadiki Dhruva
and Anustubh in the Vilambitd Dhruvi. These occasions
are to be expressed by one who is an expert in measures.

453-4564. 'The song which is in the Anustubh metre,
and is in a slow tempo, and relates to a fall due to curse,
suffering from anxiety, and abounds in heavy syllables, notes

(447) 'See XXXII. 49ff above.
(448) 'Gee XXVIIIL. 103ff, above,
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of pathetic expression, and long-drawn-out Varnas, should
have the Sthita Sthina. '

465. For the excitement of human beings, and for their
roaming [over different places], heavenly beings are to resort
to songs in the Anustubh metre,

466. In relating the memory of those of heavenly
beings who are born amongst mortals, one should resort to
suitable songs expressing heavenly States.

457. And suitable songs relating to the sorrow of
these very beings when these are meant to kill sorrow and
anxiety, are to deal with a change due 'to afflicted
conditions,

Dhruvas to suit occasions

468. Listen now what are generally to be done for the
rule of Dhruvis occurring to their division of occasions.

459. When the instruments of music have been placed
in order, and the three Samans have been uttered, one should
apply the Aérévapé‘ included in the Bahirgita.? .

460, After performing 'the Bahirgita one should per-
form the Purvaranga' and the Parvaranga having been
undertaken one should perform the Rangadvara.’

461. In connexion with the entrance of characters,
one should sing the Dhruva indicating movement and also
the Parivarta.

462. By taking steps upon the stage while singing
or due to [some other] need, one showld make six Pari-
vartas.'

463-464. The Dhruva in this case should be made as in
the ocase of gods, and the Patas there, should be twentyone
in number. The Dhruvi in its application in drama should
be of the Tryasra or of the Caturasra type. In case of

(459) !See V. 18. 3See V. 30-31fL
(460) !For Pirvaranga and its different parts see V. 7%,
2See V. 26-27 and 116-119.

(468) }See V. 65fF, and the note on 471 below.
2
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the Tryasra the Pda-pita will cousist of three Kalis, while

in the Caturasra the Pida-pita will consist of four Kalas,

465-466. The Dhruva in case of superior characters
will be Caturasra and in case of the middling characters
Tryasra type, and in case of the inferior characters it will be
of the Khaiija and the Natkuta class. This will be the rule
about tunes in connexion with the movement of feet.

467. In case of hurry, calamity and anger it will consist
of one Kali or half of a Kali. And the movement of feet
will consist of three, two, one or of four Kalas.

468. At that time there should be a harmony of dance
with the instrumental music and not with song, There
should be no pause in Dhruvi of one or two Kalds in dance.
So, there should be a harmony [of dance] with the instrument
and not with the song

469, One should know the setting of feet in case of the
State mentioned before, depending on the slow or the quick
tempo, and should make harmony with the instrumental musie.

470, The entrance after tossing the curtain, on accounf
excessive joy, sorrow and anger,.should be made simultaneous
with the divisions (?).

The Rule of Graha

471. These -are tho rules about Parivarta' in a play.
I shall now describe the Grahas® in connexion with the
instruments.

472. The song should start its Parivarta' without any
[music of the] instrument, and in the fourth Parivarta' there
should be the Graha of the instrument.

473. Sometimes there should be Sannipata Graha,
sometimes Tarjani Graha and sometimes Akada Graha in the
Dhruva songs.!

474. As the Graha in the Dhruva is regulated by Kala,
Tala and tempo (laya), it should be observed in the move-
ments and walks, by means of instruments.

(471) 'This term probably means ‘a single performance of a song’

when it is repeated.
28ee XXXIII. 180ff below.
(473) !See above note 1 to 471,
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475. In the éirga,ka. of the Uddhata classes of Dhruvas
the Graha should be by the Pradesini, and in the Vila.mbibéj
Addita Dhruva, it should be by the Sannipata and the third
[finger],

476-477. In Natkuta, Additdi and Prisadiki Dhruvis
the Graha will be in Sannipita and in Druta (quick) Dhruvas
the Graha will be from above,' and in Naiskrimiki and Anu-
bandha Dhruvis the Graha will be with tho instruments.
And for songs, there should not be made any ropetition by the

.experts,

478, Natkuta Dhruvis should have four Grahas such
Sannipata, Samya, Tala and Akada.

479, In the entrance [of any character] with hurry,
excitement and joy, there should be the Graha with the song,
and such a Graha is called Udghatya.

480. In case of falling of ornaments, clothes or of
any disorder, any loss of memory, fatigue, and in the [general ]
covering of faults, there should be the Udghitya Graha of
the Antari [Dhruval.

Application of songs

481, Producers should in this manuer apply in their
proper places, the Dhruvas required for dance and drama.

482, Just as a well-built dwelling house' does not
become beautiful without any colour, so without any song
the drama does not attain [the capacity of giving] joy.

483. The rule regarding songs have been mentioned
in connection with [the formalities of] tlie PGrvaranga (Preli-
minaries), and the worship of gods has also been mentioned
there.'

484. Hence notes in the two Gramas as well as the
Overlapping [note],' should be applied to plays (lit. poetical
compositions) which express the various States.

(476-477) ‘i.e. Akata Graha.
(482) ‘citram niveSanam,

(483) 1See V. 60-63ff.

(484) 'See XXVIIL 35 above,
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486-486, In theé Openizg’ of 1he drsms 1hers shoulg

be the songs of the Madhyama Grims, Sadjs in the Progres-
sion, the Overlapping in the Development, Paifcama(mi) in
the Pause, and Kaisika(ki) in the conclusion. These songs

depending on the Junctures and metres, should be of suit-

able Sentiments and States,

487. Dhruvas depending on the context and made to
express Sentiments suited to the situation, embellish the
drama just as the stars illumine the sky.

488. The Magadhi is the first Giti, then Ardhamagadhi
[the second], Sambhavita the third and Prthula the remaining
one (i. e. the fourth).!

489, Magadhi is known by the repetition of its padas
[in different tempo] and it is in the Citra [Vrtti].'! Similar
is the Ardamagadhi, which has recourse to repetition twice.

490, Sambhavitd depending mostly on heavy syllables
is applied in the Vartika (Vrtti), and Prthuld consisting of
light syllables in the instrumental music, is to be applied
in the Daksina Vrtti.

491. These four Gitis are everywhere to be applied
in songs by singers. These consisting of appropriate syllables
are applied in Dhruvas also.

492. That which includes full notes, Varpas, is embel-
lished by instruments, relates to the three voice-registers,
has three Yatis and three Matras, gives joy, is harmonious
(same) and delicate, contains Alamkaras, is performed with
ease, and has sweetness, is called a song [per excellence].!

493. One should first of all bestow care on songs. For
songs have been called the resting place (lit. bed) of the
drama. The song and the playing of musical instruments
being well-executed, the performance of the drama does not
encounter any risk.!

(485-486) 'See XXI. 58ff.

(488) !See XXIX, 77ff above,

(490) 'Viyttim gati-optti., See XXIX. 102ff,

(493) 'This shows that songs were indispensable in producing
plays. 4
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Qualities of singers and players of instruments

494. T have thus spoken properly of the characteristics
of Dhruvas. I shall now speak of [vequisite] qualities of
singers and players of musical instruments.

495. Knowledge proceeds from qualities, and mind
gots repulsed due to faults. Hence one should carefully know
in brief the qualities and faults.

496. The singer should be of young age, have a loving
nature and a throat full of sweet voice. He should thoroughly
know about tempo, Tila, division of Kalas, their measure and
application.'

497-498. A woman possessing a good physique, brilliance,
courage and sweetness, also a voice which is soft, sweet and
has a charming resonance, and is harmonious, and auspicious,
and who can properly observe a pause, is never nervous, and
is an expert in songs together with their Tala and tempo, and
can regulate her Karanas according to musical instruments,
and is young, is known as a female singer' [per excellence).

Characteristics of a Vina player .

499-500. The two Vina players should be properly
conversant with the use of Pani,"-tempo and Yati? properly
alotted [to different parts of a song], should have nimble hands
in producing sweet sounds, and should have the qualities of
[good] singers, They should be attentive in mind and be able
to sing well in accompaniment of other instruments and
clearly produced Karapas® and should be industrious, and
should have a pleasing voice, much experience and should
be experts in playing instruments in Vyttis like Citra ete.

Characteristics of a flute-player

501. The flute-player should be strong and careful,
should properly know songs and their tempo, and be able to
sing well in accompaniment of other instruments, and to
produce a note which is voluminous as well as sweet and
pleasing, and should possess a strong breath.

(496) !See SR. III, 13-22. (497) !See SR. III. 23.

(499-500) !See XXXI. 494-495. 2See XXXI. 489-493,
3i.e. Karanas produced by the dancer.
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6502. The music of a flute should thus be steady, conti-
nuous, expressive of Varna and Alamkara, and be sweet, pleas-
ing and able to cover the faults [of a performance].

Difference between male and female song and recitation

503. Generally songs are naturally suited to women,
and recitatives are similarly suited to men. Ifor women’s
voice is naturally sweet and that of men are [naturally] strong.

504. The good quality in women’s recitation and
sweetness in men’s songs, should be considered their adventi-
tions qualities (lit. ornament) [and no part of their nature].!

605. If men lead [in songs] and the songs possess good
characteristics, but have no sweetness, then these, do not
impart any beauty [to the performance].

506. Hence women’s songs are naturally successful
and so are men’s recitatives.! When these are nol [indiscri-
minately) attempted by one another, they becowme easy to
perform.

507, Danavas, Asuras, Riksasas, Yaksas and Uragas
(Nagas) as males and females, have many actions and
speeches. ‘

508. [In such cases] women are to play men’s parts
[very] carefully. For women are naturally able to make
graceful movements [only].'

609. Men acquire Sausthava' by regular exercise and

practice, and women’s movement of limbs are naturally
pleasing.
_———(‘50-;)_”1‘1’:!5 shows that good singing was once supposed to be a
monopoly of women. So Maitreya in the Mrcch. (III) does not approve
of Carudatta’s praise for Revila’s singing (mama dava duvehim jjeva hassam
Jaadi, itthiae sakkaam pathantie, manussena a kaalim gaantena). Carudatta too
continues his compliments to Revila by saying ‘had he been out of sight
(i.e. behind a screen), I might have taken him for a woman’ (antarhito
yadi bhaved vaniteti manye).

(506) !See note 1 above,

(508) 'The movements of Danavas and Asuras etc., are mostly
energetic.

(509) !For the meaning of Sausthava see XI 91. Generally it
means ‘beau’ty and grace of the body in its movement’. ‘
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610. With an eye to this fact, (lit. thus) men are to
instruct women in songs, musical instruments and recitatives
relating to different characters.

611. There may be [allowed] a loss of proper note in
women’s songs and playing of musical instrument. But this
will not be sweet to the ear in case of men.

Qualitics of a teacher

512. The six qualities which a teacher should have,
are memory, intelligence (medha), judgement (mati®, reasoning
positive and negalive (2hapoha), and ability to train pupils.

Qualities of a disciple

513. The six qualities which a disciple should have,
are intelligence, memory, willingness to serve (slagha), devo-
tion [to work], spirit of emulation (samgharsa), and enthusiasm.

Qualities of voice

514. The six qualities of voice are that it should be
loud, compact, smooth, sweet, careful, and distinctly related to
the three voice-registers.’

515. That which is heard from a distance,,is called
loud ($§ravaka). 'The loud voice which is sweet but not diffused,
is called compact (ghana).

516. The voice which being loud does not become harsh,
is smooth (snigdha), If at the highest point of the voice-
registers, there occurs no discordance, then the voice is called
sweet (madhura),

517-518. The voice which does not lapse into excess
or defficiency, is called careful (avadhanavan).

The voice which striking the head, the throat [and the
chest] become sweet with reference to three places, provides
always sweetness to the three voice-registers, is considered
distinctly related to voice-registers (¢risthanasobhi).

Faults of a singer

519. The five faults of a singer are that his voice
(lit. he) may be Kapila, unsteady, Sandasta (bitten), Kaki
(crow-like), and Tumbaki (nasal).*

(514) 1See SR, III. 49-63.
(519) 1Sce SR, I1I, 24-37,
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520. When the voice is unnatural, and there is a gurgl-
ing sound, it is called Kapila. The voice of one who has
phlegm in the throat, is also called Kapila.'

521. When there is an irregular excess or want of
volume in voice, it is called unsteady. A lean voice is also
given this name,

522-523. Voice produced by [unduly] using teeth, is
called Sandasta (bitten) by good masters.

The voice which in its enunciation does not properly
touch its due voice-register, and which is harsh, is called
Kaki (crow-like).

The voice connected with the nose is called Tumbaki
(nasal).

524. These are the essential facts about the qualities,
and faults of voice, related by me. I shall next speak about
the covered (avanaddha) instruments.

525. This is the Gandharva' which 1 have now described.
This was formerly described by Narada.

A man (lit., son of Manu) who will cause this to be per-
formed, will receive the highest honour in this world.

Here ends the Chapter Thirtytwo of the Nityadastra,
which treats of the Dhruva Songs.

(520) It may be that the word is a wrong reading for *Kaphala.
(525) 'This is the Gandharva which the Ceta in Mrcch. (IIT) speaks
about (ka vi vela ajja-Carudattassa gandhavvam Sunidum gadassa).




CHAPTER THIRTYTHREE
ON COVERED INSTRUMENTS

1-2. T have spoken briefly about the stringed instru-
ments. I shall now speak of the class of covered musical
instruments, their characteristics and functions as well as of
playing drums named Mrdanga,' Panava? and Dardura.’

3. Svati and Nirada' have [respectively] spoken about
the Gandharva, and the playing of musical instruments
together with their quality of amplitude, and their charac-
teristics and functions.

Origin of drums

4, Now following Svati I shall speak briefly about the
origin and development of musical instruments called
Puskaras (drums).

5. During an intermission of studies in the rainy
season, Svati once went to a lake for fetching water.'*

6. He having gone to the lake, Pikasisana (Indra) by
[sending] great torrential rains commenced to make the world
one [vast] ocean,

7. Then in this lake, torrents of water falling with the
force of wind made clear sounds on the leaves of lotus.

8. Now the sage hearing suddenly this sound due to
torrents of rain, considered it to be an wonder and observed it
carefully.

(1-2) 'A ki:d of earthen drum still in use in Bengal among the
singers of Vaisnava kirtana.

2 A drum or tabor made probably of wood. See the note 6 on
XXVIIL 4-5.

3This is also called ‘Dardara’. Possibly this is the right form of the
name. One side of its wooden frame is covered with hide ; it looks like«
a large gong. Sce also note 6 on XXVIII 4-5.

(3) !See above XXXII, 525, It does not mention Svati.

(5) !The story given here about the invention of drums may net be
quite fanciful,

2L
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9. After observing the high, medium and low sounds
produced on the lotus-leaves as deep, sweet and pleasing,
he went back to his hermitage.

10. And after coming to the hermitage, he devised the
Mrdangas, and then the Puskaras' [like] Panavas and
Darduras with [the help of] Visvakarman.

11. On seeing the Dundubhi’ of gods, he made Muraja,’
Alingya,? Urdhvaka' and Ankika.*

12. Then he who was a master of reasoning of the
positive and the negative kind, covered these and Mrdanga,
Dardura and Panava with hide, and bound them with
strings.

13. He alto made other drums such as Jhallari,’ Pataha?
ete., and covered them with hide.

14, Listen now abont the instruments which men are
to play as minor and major limbs [of a performance] in an
assembly of instrument-[players].

15. Among the wooden [stringed instruments] Vipaiici'
and Citra’ are major limbs® and Kacchapi' and Ghosaka® etc.,
are minor limbs."

(10) 'Puskara seems to he a general name for drums made of wood.
(11) 'A large kettle-drum made probably of earth.

“This seems to be a kind of Pakhoaj.

3]t seems to be a drum held azainst the breast of the player
who embraced it as it were, Hence came this name (aliigya=an instru-
ment to he embraced). Seec 242ff. below.

4See 242ff. below. 5Sec 242ff. below.

(13) 'This seems to be very small drum without any complexity.
Cf. SR. 1135-1137.

21t seems to be different from the one mentioned by SR. VI
802-808. See also 27 below.
(15) !See the note 3 on XXVIII. 4.5, and the note 2 on XXIX, 220.
2 See the note 1 on XXIX. 120.
3 For their functions see 25-26 below.
¢ This seems to be an one-stringed (ekatantri) instrument made
with a tortoise (kacchapa) shell,
& This seems to be a kind of Tanpura used merely as a drone.
¢ For their functions see 27 below,
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16. Among the drums, Mrdanga Dardura and Panava
are the major limbs, while Jhallari and Pataha etc., are the
minor limbs,

17, [Among the hollow instruments] the flute (vamsa)
has the charaeteristics of the major limbs [of a performance],
and conch-shell and Dakkini [that of] the minor limbs.

Use of Drums

18. There is no instrument which cannot be used in
the ten kinds of play (dalariipaka).

Each kind of instrument may be used in a play alter
considering the Sentiments and States there.

19-20. In a festival, a royal procession, and a Mangala
ceremony, in an auspicious and happy occasion, at the time of
marriage and of birth of sons ete., in a battle where many
fighters assemble, and during such other acts, all the musical
instruments should be played.'

21. Small number of instruments are to be played
during ordinary (lit. natural) household affairs.. During
expeditionary marches and performance of plays, all the
instruments should be played.'

22. For the harmonious blending of the different limbs
[of a performance] and for covering the faults, the instruments
are played.

General Description of Drums

23. I shall now speak of the covered instruments which
give rise to regular notes, has many Karanas and Jatis.

24. All the instruments covered with hide such as
the three Puskaras,' are called covered instruments.

(19-20) 'See SR. VI, 10-21,
(21) 'See the note above.
(24) 'The three Puskaras of the NS. are Mrdanga, Panava and
Dardura (Dardara); see 1-2, 10 and 16 above. But according to SR. VL.
1024-1025 they arc Mrdanga, Mardala and Muraja. But Mardzala is

unknown to NS. ,
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25-26. And these have one hundred' varieties. But I
shall now speak of the characteristics of the three Puskaras.
For these have no harshness of sound like the remaining
instruments. The latter produce no [distinct] notes, for them
no [regulated] strokes [are necessary], no distinet syllables
are available from them, and they require no Marjana.

27. By [the playing of] Bheri, Pataha, and Bhambhi as
well as Dundubhi and Dindimas, one desires the depth of
sound from their slackness and extensive surface.

28. These are generally to be played with a view to
time and occasion [in a play]. But listen about the rules of
the three Puskaras.

29. Metres depend on Vasu (?) and are of two kinds, viz.
those which relate to notes only, and those which relate
to words carrying meaning.

30. Metres relating to words carrying meaning, express
many States and Sentiments, and those relating to notes
only, depend on various instruments,

31., Seven are the notes in the Vind of the [human]
body, and from those have come out the notes of musical
instruments. .

32. Notes coming out first from the human body go
to the wooden Vind and then they go to the Puskara and the
solid instruments.

33. Strokes' on them by various movements, are to be
known as giving shelter to words. These are always to be
applied to the playing of Vina [and] at the time of battles etc.

34. In the Vina of the human body there should be
Viaskarana' (mnemonic patterns) such as jhintu jagati kat (?)
together with many Karanas.

35. The notes produced by the singer should be produced
by the musical instruments, and these should contain light
and heavy syllables showing appropriate Yati and Pani.

o (—25-26) ISR, names no less than twentythree varieties. See Ch. VI.
(33) ‘'Bahviranair. The reading here is probably corrupt.

(34) 'This word is probably to bec derived from vacaskarapa and

is similar in meaning to bol used by modern drummers of Northerr} India.
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Aspects of Puskaras

36. I shall speak about the rules of playing Puskaras
with reference to Mrdanga, Panava and Dardura.

37-39. Puskara instruments have following aspects :
sixteen syllabic sounds (aksara’, four Margas, Vilepana, six
Karanas, three Yatis, three Layas, three Gatis, three
Pracaras, three Yogas, three Panis, five Pani-prahata,
three Prahiras, three Marjanas, eighteen Jitis and twenty
Prakaras.

Music of Puskaras should possess all these aspects.

40. Now I shall speak of the sixteen syllabic sounds,
K, khy g, gh, & th,d,[n), t,th,d, dh,[m]',r, I, and k are the
sixteen syllabic sounds. These are the always to be used in
the Vaskarana' of the Puskara music.

Four Margas'—The four Margas are Alipta, Addita,
Gomukha and Vitasta.

Vilepana? (plastering) — Plastering of [Savya], Vima and
Urdhvaka.

Six Karanas'—Ripa, Krta-pratikrta, Pratibbeda, Riipa-
desa, Ogha and Pratisuska. *

Three Yatis'—Sama, Srotogata, Gopuccha.

Three Layas’—quick, medium and slow.

Three Gatis® (Prakrti)-—Tattva, Ghana (=Anugata)
and Ogha.

Three Praciras™Sama Pr, Visama Pr. and Sama
Visama Pracira.

Three Samyogas*—Guru Sam., Laghu Sam. and Guru-
laghu Samyoga.

Three Panis>—Sama, Avara and Upari Panis.

Five Paniprahatas®—Sama-pani, Ardha-pani, Ardhardha
pani, Paréva-pani and Pradesini Prahatas.

a -_—-(57-39) 1See 44fF below.
(40) 1The text gives ¢h for 7 and y for m.See SR. VL. 819.

2 See 111,116 and 258-259 below.

3 See 92-93 below, 4 See 94ff below.

8 Ibid. 6 See 118-120 below.
7 See 47ff. below. 8 Sce 117 below.

9 See 93 below. 10 See 83 below.
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Three Praharas'—controlled, semi-controlled and free,

Three Marjanas”—[Mayiri, Ardha-mayiri and Karma-
ravi].

Fighteen Jatis"—Suddha, Ekartipa, Desanuripi, Desad-
apetariipa, Paryiya, Viskambha, Parsni-samasta, Duskara-
karapa, Urdhvagosthika, Uccitika, Evamvadys, Mrdanga-
panava, Avakirnd Ardhavakirna, Samplava and Vidhita.

Twenty Prakaras' are Citra, Sama, Vibhakta, Chinna,
Chinna-viddha, Viddha, Anuviddha, SvarGpanugata, Anusrta,
Vicyuta, Durga, Avakirna, Ardhivakirna, Ekariipa, Pariksipta,
Sacikrta, Samalekha, Citralekha, Sarvasamavaya and Drdha®.

41. The sixteen syllabic sounds which have been men-
tioned before applies to Puskaras, such as Panava, Dardura

and Mrdanga as well.
Productions of Consonant and Vowel sounds in Drums

42. K, t, 1, t, th, d, dh are to be produced on the right
face and g, h, and th on the left face of the drums and 4
on the Urdhvaka and £, 7, n,dh, vand [ on the Alingya.

Now I shall speak about combining vowels with them,

a, a, i, i, u, i, e, ai, 0, au, a and af are the vowels to be
added to the consonants. -

To k—a, i, u, ¢, 0 and am can bs added to produce ka, ki,
ku, ku, ko, and kam.

To kh—i, u and o can be added to produce khi, khu
and kho..

To g—a, ¢ and o can be added to produce gu, ge and go.

To gh—a, ¢ and o can be added to produce gha, ghe and
gho.

To t—a, i, 0 and am can be added to produce ta, ti, to
and tam.

To th—a, i, o and am can be added to produce tha, thi,
tho and tham. '

To d—a and o can be added to produce da and do.

11 See 42 below. 12 See 102ff. below. °

13 See 130ff. below. 14 See 198fF. below.

15 Later writers like $arfgadeva include most of the technical
terms into the-hastapatas. See SR. VI 819fF,



167 . ON COVERED INSTRUMENTS [xxxm, 42

[To n—a, i and ¢ can be added to produce na, ni an ne.)
To t and th—a, a, i and ¢ can be added to produce re.spec-
tively ta, ta, ti, te and tha, tha, thi and the,

To d—a, u, ¢ and o can be added to produce de, du, de
and do,

To dha - a, i, 0 and am can be added to produce dha, dhi,
dho and dham.

To r— a, a, 7 and e can be added to produce ra, ra, ri
and re.

To [—a, a,i and e can be added to produce /a, 1, li and le.

H and m are applied without any vowel.

Among these k, gh, t, th and dh has r as their appendage
(anubandha) e.g. ghrum, dhra, tre, kram, thra, [dram)], dhram.

K and [ also act as appendages, ¢ g. [klam, kle).

Sounds producable by two hands are made by combining
all thess. Dham however is produced in Ankika, Mrdanga
and two Puskaras by the simultaneous strokes of two hands.

Ku is produced by running the finger (against the sur-
face of the drum-face), and dha by controlling it. When it is
half-arrested there is tha. When the back of the hand
strikes it, there is £/ ; from curving the fingers comos ksa (kh).
By the simultaneous striking of Urdhvaka and Viamaka'
by the two hands, there occurs ham, and by striking Alingya
with the forefinger kle [is heard].

Some of the sounds are produced from one face [of a
drum], some from two faces [of a drum], and some from three
faces [of two drums), e.g. r from all faces (i.e. from any single
face), d, dh, from Alingya and Daksina?, g from Vamal[-ka]
and Urdhvaka for the sake of facilities. Dk is sometimes is
to be made from Alingya. There should be no disregard of
this rule. So much about the combination of vowels and

consonants.
Five Hand-strokes

Five kinds of hand-stroke (paniprahata) : level-handed
(Samapani), half-handed (Ardhapani), quarter-face (.'/lrd}z&r-
dhapani), hand-side (Pariva-pani) and fore-finger (Pradesini).

(42) 1This is possibly our aw1, 2This is possibly qur sifear,
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Now these hand-strokes, according to their application
are controlled, semi-controlled or free.

Among these m is a stroke with the level-hand and is
controlled ; g, d and dk are half-controlled and is a stoke with
half of the hand. K, k&, ¢ and d are strokes with the side of a
hand and are controlled. 7, th and % are strokes by half of the
hand and are semi-controlled. M, ¢k, r, [ and % are two-handed
strokes and are free. Klam is a stroke of the forefinger and is
free. Dram dhram and klam are two-handed strokes with the
side of a hand and are free. Klem is a stroke of the half of the
hand and is controlled. # is a stroke of the side of a hand
and is controlled. Thus one is to make strokes according to
their requirement.

43. Sixteen are the sounds coming out of [covered]
musical instruments. The wise are to make Vaskarana from
their combinations.

The Four Margas

I shall now explain what has been called the four
Margas, *

44. The four Margas rdlating to the strokes of the
(covered) musical instruments are Addita, Alipta, Vitasta and
Gomukha. The Addita Marga relates to a combination of
strokes of Alingya and Mrdanga.

The Alipta Marga relates to a combination of the
strokes of Vamaka and Urdhvaka.

The Vitasta Marga relates to a combination of strokes
of Urdhvaka, and the right face of Ankika. And the Gomukha
Marga relates to the strokes of all Puskaras mixed up mostly
with those of Alingya.

Examples of the Addita Marga strokes are ghattam, kai-
thita ghatiam ghenta ghattam gatthimam gatthi ghantam gatthi.

Now the Alipta Marga—dadhro ma madro mam sta du rpere
ghram ghem gn dn (gu) ranandum ghem, prem (ghra) dram ghem dro ‘
mam are the strokes of the Alipta Marga.

(44) ’The reconstruction this bol and the following ones is tentative
These have suffered most in the transmission of the text,
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Aow the Vitasta M arga—lakitan takitan sentam  kinnanam
ghisamketa idy hudy ketam are [the strokes] in Vitasta Marga.
[Now the Gomukha Marga] —guddha kladdham mathikaiz
ghamghena chidukhy khuno gaga tatthi malam are [the stroke] in
the Gomukha Marga,

H is produced by pressing the fingers, and it is a free
[stroke] and the fingers will have to be crossed and half-
controlled for this on the Urdhvaka and Ai[kilka Because
on’the two, the level hand is seen to be used,

H is produced by pressing [the fingers], and it is a freo
stroke and [in the Gomukhs, Mirga] the following [strokes]
are also to be made : dhitthe tittha dittha  kitg khaden khaden
gudhum du lenta jhatti titthana dhitian hu vadhe.

Similarly strokes in the Vitasta, Marga should be devoid
of those for /, m and r. In the Urdhva (?) Marga of the
Gomukha, the strokes will be khatamatthi maita ghanta ghura-
khettam khata mam (vudu) na kiti kitli kiti mam khu ki nu ddhe
dhe dho dho.

Now the playing of Gomukha—{ha da ghenta pa khandu
lamghu khe ghata matta tam nu dha [khu khu] nam tihi ghatam ghiti
mam kakku tam nu ghem kiti mam ghe ghe ko mo ma.

45. Strokes produced in the Alipta (Marga) can be
used in all Margas.

Graha of Mrdangas consists of groups of Aksaras
(aksara-samghata).

46. I shall give their examples in the four Margas in
due order. .

In the Addita [Mirga] they are ghrn ghrng ghata ghen
matthi matthi, madatthi thin mana ghen kran kathi katan.

In the Vitasta they are ghaga gemdra taki ta ghy ghri ghro
kiti ghentan gan dhi kiti kettha tha kuta kita kiri dam.

In the Alipta they are do man gudur ghen ghe ghantan ghe
gha ta du ma.

In the Gomukha they are ghe ghetatthi katan gutta ghen
gheta ghamtan dhi madhi tthiyam ke sa te ghe ga gheno no nam.

47. For itse Marga three are the Pracaras of the
Pll§k&l:8;5, such as Sama, Visama and Sama-visamy,

22
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48. Bama should be the Pracira of the Vamaka and
the Urdhvaka and of the Vimaka and Savya[ka] in the
Addita Marga, and in the Alipta Marga too.

49. In striking the Vamaka, Urdhvaka and Madhyaka,
the left hand should be used. And in striking the Savya
and Urdhvaka, should be used the right hand in the Visama
Pracara.

50. Similarly the two hands should be used in a cross-
wise stroke in the Vitasta Marga, and the same is [to be
done] in the Visama Pracara.

51. In the rest of the Margas, the Pracira of hands
will be according to one’s convenience (svacchanda). In the
combination of the Addita and Gomukha Margas, the Pracira
of the hands should be Sama-visama.

52. In connexion with the Erotic and the Comic
Sentiments, the instruments should be played in the Addita
Marga. In the Heroic, the Marvellous and the Furious
Sentiments, they should be played in the Vitasta Marga.

63.. The playing of the instruments in the Pathetic
Sentiment should be in the Alipta Mirga, and in the Odious
and the Terrible Sentiments this should be in the Gomukha
Marga.

64. Instruments should be played in connexion with
a dance to suit the Sentiments and the States and the Sattva
[of characters] and their gestures, mode of walking and the
location [of the scene].

Playing of Dardura and Panava

65. This rule of strokes according to the traditional
way, should be followed by the wise. I shall speak hereafter
of the playing of Dardura and Panava,

66. This playing of drums is of three kinds : Ativadita, -
Anuvidya and Samavadita. Among these, the Ativadita is
the playing of Puskara before [a performance].

67. When the playing of Mrdangas follow a per-
formance, i¥ is Anuvadys,



1”7 ON COVERED INSTRUMENTS [xxxm1, 58-66

When the Mrdangas are played simultaneously with a
performance, it is Samavadita.

58._ The ?yllabic sounds such as k, kh, g, pn [dh] r v an
pry hy nad brhulan dhra hu lam are to be used in playing a
Panava.

And kiri ghintam tho tho no dho tr hulam kiri ghintam no no
na ntam co kiri kiri kanda mata mata tthi te le te donnim is the
music of Panava.

69, The experts should produce in striking loosely
and tightly Papava, the different Karanas by means of the
tip of the little and the ring fingers.

60. The syllabic sounds for colouring Karanas should
bs produced by the little and the ring fingers. In producing
the remaining sounds, there should be strokes by other
fingers,

61. The playing with the Kona and the ring finger,
should begin with the middle finger.

The playing with the Kona and the ring finger should
be a simple ($uddha) stroke, .

62, From playing in irregular Karana, comes trikulaham
which is the begining of the irregular playing. 1t continues
a3 ribhata 8s Karana and Anubandha, and to it is added a
double ¢ra, .

63. In the Anubandha of the mixed Karana, dre is
produced by striking with the raised hand. 'This is to be
specially done by the best player of drums,

64. Notes which are charming due to their being in
the various Karanas, are to be produced by the tip of the
little finger. By that very finger should be produeed the
strokes a ni ni b.

Playing of Panava
65. This should be done by the tip of the little
finger in a loosely trimmed drum. By tightly trimmed
Panava should be produced dhattvo dvana L
66. In the tightly and loosely trimmed Pantvas
strokes ka tha na tani naare produced. Similanly irregular
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Karanas are not produced in the Panava which is tightly or
loosely trimmed.

67. In the tightly trimmed Panava there can be
strokes like kha kha nana ¥ * *

In the loosely trimmed Panava there should always
the strokes like la tha.

68. In the trimmed Panava k, kh and ta strokes should
be produced.

[The strokes] should be combined with irregular Karanas,

69. It is possible to create a resonance of ¢{ in a tightly
trimmed Panava. In the same way /n including 7 is also
possible.

70. This stroke is to be made on the face of the drum
held obliquely. The stroke will sound as kahulam krakhulam * *
krakhulam.

71. This in brief is the regular playing of Panava
described by me,

Playing of Dardura

I shall now similarly speak of the syllabic strokes of
the Dardura. .

72. The free strokes in Dardura should include
rakti trikalas klecadro gauno hathipa, and thananna.

73. One should make there [strokes to produce]
enanaksara gradha * * * by one’s right hand, and to produce
go mattha by touching Dardura by the tip of the left
hand. .

74. Strokes giving muktolla * * should be produced
" by two * * controlled hands, and the sounds being pressed
after seizing [the drum] by freely holding it.

75.  Thitthen tra should be produced by pressing [the
hand] in the usual manner. Sounds produced freely will
be special ones, while those produced by arresting the stroke
will be [half] free and half checked.

76. The sound will be wrongly produced if they are
too swiftly done or done in quick succession. These in brief
_ are to be known of the strokes on Dardura.

* ¥
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7. These are the pure strokes not mixed up with
strokes of drums of other types. I shall now speak of the
combined playing of Dardura, Panava and Mrdanga.

Playing together the three Puskaras

78. In the mixed playing of instruments some Karanas
are distinctly expressed while some Karanas are produced
simultaneously or some serially.

79-80. In such mixed playing, individual strokes like
n g and r and dhenka kaitham lroikho kehulam takita in the
Mrdangas, dang spen dren kahutam matam in Papava and tham-
matatthi dam kahuiam matalthi den nen in Dardura are to be
made.

81. The [Karanas] other than these are to be always
mixed in production, those mentioned previously are also
to be mixed up according to necessity.

82. Now in the Panava simultaneously produced
Karanas are kahatam nnannam khu khu knne khe dromo donam the
tho rihidr. '

83. The best player should gradually produce such
Karanas as {a ta ta te ghonanana kirini. * *  kinna.

‘84, In the Anubandha of Panava, the Karanas should
be nnu khu khu na, and players of Mrdanga and Dardura should
play the Krtapratikrta.

85, Those [Karanas] which are to be produced (lit.
made) in Muraja at the time of walking and other move-
ments [of different characters in a play], should also be
followed in all its syllables in the playing of Panava.

86. Experts should not have any playing of [drums]
in the Citra Marga at in the time of walking and other
movements. When the setting of feet is not perceptible,
[the playing] at that time should be Sama-visama.

87. The Uparipani [hand] should be freely used in
playing Papava and Mrdanga. Playing of Mrdanga (?) should
be made by similar strokes. )

88-80. Generally Panava should be taken up for play-
ing before all other instruments.
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I shall now speak of the strokes of Dardura, which are
dasa senta telielsade vede revitanritamathi. After making these
two free, and then stopping, one should make strokes like
nannare.

90. And then one should make strokes bhredhi kithi by
the right hand and gudathim klam by the left bhand. And
then the tips of the hand making tatvavystha, the two hands
should be checked after striking tam.

91. And [the stroke) takam should indicate the rest of
the Karananubandha.

Karanas of three Puskaras

These are the strokes in Dardura., I shall next speak
of the (six) Karanas.

92. The six Karanas are Ripa, Krta-pratikrta, Prati-
bheda, Ripasesa, Pratisuska and Ogha.

Riipa—when Karanas are produced by two hands.

Ex. gham khu khu na khu gham kramam tthimam tthettaram
ghatam ghatthi metthi ghenta kata guddharana kit gham ghe kaghatam
ghe kakham. ,

Krtapratikrta—when one Karana originates from the
three Puskaras.

Ex. tham ghu khu na khutham kramamthi vaggem raghatam
ghatatthi gham tsam idu ghe kuhulannam do dno na.

Pratibheda—when after the two Karanas of Mrdangas
have been made simultaneously, the [playing] takes to Upari
Karana. Ex. dho dhg na kho ta la na na tthi tadhi ghandam.

Ripasesa—the want of distinction of Karanas. Ex.
khu khu no nna mataghem ghendamatr ghota mathi alyam ghom.

PratiSuska—the harmony amongst the players of
Mrdanga, Panava and Dardura. EXx. ghatamata ithi duna ther
Jjakiti keghin ghon gghendagnona kho kho kha kuty kitr vakatthi
nanattdi.

Ogha or Catuska—the playing of all the instruments
in slow tempo to produce sonant syllables. Ex. tham kiti mam
rhi hi kiti ghin ghandanam ghonda ghona ghonr ghata ghata ghata
_ ghen gham gh: virini nr ge ham tho tathan ghe.
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93. Combination of Karanas are of six kinds. The
wise should use Karanas according to this rule.

Three Yatis

The three Yatis are Sama, Srotogatd and Gopuccha.
The Yati is the three ways of combining tempo and Pani.
It is of three varieties, such as Raddha, Viddha and
éayyégata.

The three tempos are quick, medium and slow.

The three Panis are Sama Pani, Ardba Pani and Upari
Pani, the three ways of combining the Karanas.

94. When in a performance the Yati is Sama, the
tempo is quick and there is Upari Pani, then it is the Raddha
playing (lit. rule).

05. Similarly when the playing of instruments is
given prominence and there is Upari Pani, Sami Yati and
the medium tempo, then it is called the Raddha playing
(vadya).

96. When the Yati is Srotogatd, the tempo is medium
and there is Sama Pini, the playing is called Viddha,

97. The playing of music is called Viddha when in case
characters of superior or middling type, its prccedure is
Vartika or Daksina.

98. When there is Ardha Dani stroke, slow tempo,
and the Gopuccha Yati, it is called Sayyagata playing.

99. When the singing is given prominence and
procedure is Daksina the playing of atyukta (?) instruments is
called Sayyagata.

100, Their standard arises from the slow tempo ete.
In other Pénis, Kalds are to be reduced.

101, The Yati, Pani and the tempo in connection
with the playing of instruments, should be observed according
to one's liking, afrer considering the [special] performance

of plays.
P The Three Marjanas

102. The three Marjands are Maydri, Ardba-mayirl
and Karmaravi These three Marjanis are known to relate
to notds of Puskaras.
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103. Notes in the Maytrl Marjana' are Gandhara in
the Vamaka, and Sadja in the Daksina Puskara and
Madhyama in the Urdhavaka.

104. Notes in the Ardha-maytri are Sadja in the .
Vamaka Puskara, Rsabha in the Daksina, and Dhaivati in
the Urdhavaka.

105. - Notes in the Karmaravi are Rsabha in the
Vamaka Puskara, Sadja in the Daksina Puskara and Pancama
in the Urdhavaka.

106. On having Marjana in Alingya one should provide
for Nisada which is assonant to the notes [mentioned above]
and which is a note of Jitis.

107. The Mayiri Marjand will be in the Madhyama
Grima, the Ardha-(Maytri) in the Sadja Grama, and the
Karmaravi in the Gandhira Grama, and these will include
Over-lapping notes,

108. Notes which include regular Srutis, are fixed.
These relate to the Marjanis, and the remaining ones are
considered transitory (samcari)

109. By the Vamaka and the Urdhvaka, accessory
notes should be produced by their plastering which will give
them slackness or tenseness. Similar treatment should be
given to the Alingya and the Ankika.

110. Players [of drums] should by their slackness and
tenseness as well as piercing (?) of hides, produce notes of
these kinds,

Earth for tke Mirjana of Vamaka and Urdhvaka

111. This Marjana of the Vamaka and the Urdhvaka
gshould be done by means of earth, Now listen about the
characteristics of the earth [suitable for this purpose].

112-113. The earth which contains no gravel, sand,
grass and husks of grains, and which does not stick and not
which is white, alkaline, pungent, yellow, black, sour or
bitter, is suitable for plastering, and with it one should make
Msrjana.

(103) 1Kalidasa gives a description of this in Malavi I. 24
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114. The blackish earth from a river-bank, which is fine
after giving out water, should be used for Marjana.

115-116.  When the earth which spreads very much, is
white or black or heavy or unstable or is full of husks, and
the blackish earth not producing desirable mnotes, are only
available, then one should use wheat flour or barley flour for
this purpose. Sometimes a mixture of wheat flour and
barley flonr! is also used.

117. One defect of this (i. e. the mixture) is that it
will create a monotonous sound.

Thus the blackish earth applied for the Marjana, will
produce proper notes.

Three Samyogas

O tho best of Brahmins, I shall now speak of the three
Samyogas.

The three Samyogas are Guru-saiicaya, Laghu-saiicaya
and Guru-laghu-saiicaya.

The Guru-saiicaya—in heavy syllables, slow tempo and
Ogha-pravrtti, e. g. gheto ketam candram khetam dvam  dvam
khetam dhvam dvam dvam draghetam battam khettam.

The Laghu-saficaya —light syllables and quick tempo
e. 8. ghata mata mata ghata maithi ghatu ghatu ghatu

The Guru-laghu-saficaya—light syllables [with heavy
ones], quick tempo, e. g. ghala vimathi mathitham kitam gha
gamgha mothikam taddham kata thim karasthi maghave.

Three Gatas

The three Gatas'—T'attva, Anugata? and Ogha.

118. In the Tattva playing [of drums] there should be
strokes similar to [recognised | syllables, distinctly expressing
words and syllables, conforming to the metre [of songs), and
well-divided in Karanas.

119. The Anugata playing [of drums], should begin
with the Sama Pani or the Avara Pani, and it should hav-

(115-116) 'Wheat flour is still used for the Marjana of drums like
Pakhoaj. .
(117) ‘'Gata was also known as Prakyti. See C. 107.
21t was also called Ghana. See 40 above.

" 23
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Karanas produced by distinct strokes, and it should follow
the song.

120. The Anugata playing [of drums] should begin
with Upari Pini and it should not rest on one Karana
[only] ; it should have quick tempo ; its Karanas should
be Aviddha and it should be used extensively.

Eight Conformities

121. All playing of drums should have eight Confor-
mities (samya). e. g. in syllables, limbs, Tala, tempo, Yati,
QGraha, Nyasopanyasa and Pani.

122. The playing which follows the metre consisting
of short and long syllables shows Conformity in syllables.

123. The playing which follows the song equally in the
three limbs in its beginning (graha), end (moksa), and in its
Kalis and Antara Kalas, shows Conformity in limbs.

124. The playing which by its measure of Kalas and
time, equals the body of the song, shows Conformity in Tala.

125. The playing which follows the song equally in
its performance in slow, medium and quick tempos, shows
Conformity of Laya (tempo). '

126. When the playing follows Sam3i, Srotogatd and
Gopuccha Yati of songs, it is an instance of Conformity in
Yati. ' ,

127. The Graha of similar Srutis by stringed, and
covered instruments and flutes along with the songs, is an
instance of Conformity in Graha.

128. Playing of flutes and Vinas in such a way that
the notes in their Nyasa and Apanyasa may agree to that
of the song, is an instance of Conformity in Nyasd and
Apanyasa.

129. When the Samapani, Avapini and Ubparipani
playing of instruments follow the song, it is an instance of
Conformity in Pani.

Eighteen Jatis
I shall now] explain what has been called the Jatis.
They are §uddha, Ekartpa, Dedanuripi, Dedad-apetaripa,
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Paryaya, Viskambh_a, Paryasta, Samrambhi, Parsni-samasta,
Duskara-karani, Urdhva-gosthika, Uccitika, Evam-vadya
Mridanga-panava, Avakirna, Ardbavakirpi, Samplavi and,
Vidhiitd. I shall deseribe their characteristics and
examples,

130. The playing [of drums] which consists of
Karanas of one or of two syllables, and which is fit tobe
used in all movements (lit. work), is called Suddba.

131. The Jati consisting of kho kho kham kham kham
kham is called Suddha ; it is the Jati [for the action] of the
middling and superior women,

132. When one plays separately Gomukha in the
Addita, Alipta or Vitasta Marga, it is called Ekardpa.

133. The playing which produces syllables of the
A(dita Marga such as dron ghon don ghon gheghen is also
Ekartipa ; it is to be used in case of songs of male singers.

134. This Jati (i. . EkarGpi) should be used in case
of all characters while the Dhruva is sung in a slow or quick
tempo, and it may also be used after one has judged [properly]
the place, time and condition [of characters] in case of
Dhruvis sung in a medium tempo. .

135. When all other instruments follow one Karana in
pursuance of the playing of Mrdanga, it is called Ekartipa.

136. The Desanuriipa Jati played in the Addita Mirga,
is used in the FErotic Sentiment involving the enjoyment
of love (grﬁgal'a). Tt should be performed in a slow tempo.

137. M3 mathi thamabhi tthi kima wjill be the syllables
in DetAnurGpi Jati, It is to be used in the best Erotic
Sentiment of women.

138. Degad-apetariipa Jati is played in Vimaka and
Urdhvaka in a quick tempo of Avakrsta Dhruvas. It is to
be used in the Pathetic Sentiment.

Ex. Ghedran ghedran ghe gheru are the syllables in the
Desad-apetartpa Jati in playing [drums].

140-141, When the same set of Karapas played
previously are followed in all three tempos, it is the Paryiya
Jati. Ex. ghodan ghidin gudugnoi played in the Vamaka and
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Urdhvaka by the left hand should be applied in the Heroic,
Marvellous and Furious Sentiments,

142-143. Two heavy syllables, two light syllables, one
light syllable, three heavy syllables, and a light syllable such
as sin man ghata ghendra gu du ghen ghen ghama tthi metchap
constitute Viskambhi Jati. It is to be applied in the
Erotic Sentiment of superior women.

144. Playing of drums n all Margas with Karanas of
one syllable, and with the Sama Pracara of hands, is called
the Paryasta Jati.

145, Paryasti is to used in the case of the quick
movement of chariots, Vimanas. Vidyadharas, Bhujangas
(serpents) ete.in the sky, or in torrential rains.

145. Paryasta Jati which should be used n the move-
ment of slow tempo in the Erotic Sentiment of superior
characters ; it should also be used in the case of inferior
characters.

146. Ghen tan ghohnam should constitute the Samrambha
JAiti to be applied in case of inferior women.

147. The Jati which has Karanas of Ardhapini, and
and medium tempo in the beginning, and quick tempo in the
end, is called Samrambha.

148. Ex. Magatham kuyu ihakim.

Parsni-samasta Jati should be played on the face of
Urdhvankika and Daksina by quick strokes in the Vitasta
Marga, and it is to be applied in movements of Erotic and
Comic Sentiments,

149. Parsni-samastd Jati should be played with
Karanas tatthim katam mamecchi and dhandran gudhen gu dhitan,
with the pressure of the Parsni. This is to be applied to
the movement of superior male character of calm type, and
of the Danavas.

150. By striking of all the Mrdangas with the
movement of Svastika hands, one should play the Duskara-
karana Jati in all their tempos. _

161. Duskara-karana Jati should include syllables like

duna duno dyna kimka dhima ghon ghoten madatthidugakiti ghon.



VN UUVERED INSTRUMENTS [xxxmm. 152-165

152, Duskara-karani Jati should be applied in case of
movements of Daitya kings, chiefs, Nagas (bhujaga), Raksasas,
Pisacas, Gandharvas, and Guhyakas, etc,

163. Light strokes on the face of Urdhvaka, Ankika
and Daksina in the Vitasta Marga or striking of Daksinaka
and Vamaka after beginning with Askika and Urdhvaka
[will constitute ﬁrdhva-goﬂhiki.]

154. Playing almost violently udhidhri dhrii in the
Vitasta Marga will constitute ﬁrdhva-gosghikﬁ Jati. Tt is
meant for the movement of heavenly characters.

185. The playing which includes all the Mairgas
conneocted in an imperceptible chain, is called Uceitika Jati,

166. This Jati includes syllables like kentakennangaditam
and is o be applied in the natural movement of kings,

1567. The Evam-vadya Jati should be played with
syllables of the Gomukhi, and it should have all the strokes
of Mrdanga; and it should be applied in the pantomime of
jugglary by persons with or without disguise, and it should
include the syllables like ghentantado tadhita ghen ghen ghatatth:
ghata inghe. . ’

159. This should be applied in case of the movement
of dwarfs, confused persons and lame men and those who
have pain in their body and wound in their feet,

160. [The playing of drums] in which there is striking
of the earth in different sections (parva) [of Karanas] is the
Jati which suits all stages (mafica).

161-162. It includes syllables such as ghrom ghrom tem
tem and this Jati is to be applied to 'women’s movements.
Avakirni Jati is the playing of Mrdanga with three fold
Karanas,

And when the same is added to the playing of Dardura
and Panava, it is called Ardhavakirna Jati.

163. This Ardhavakirna Jati should consist of kentam
hentam kentam played in the Gomukha Marga.

164-165. Dardura, Panava and Mrdanga should be
played by halves (?) the manner of the ArdhAvakirni Jati
and with light syllables included in the suitable, Margu, and
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it should consist of syllables like than goda ghendaa sendram.
This called the Samplava Jati.

166. The Samplavi Jati produced by using all the
fingers and by all the strokes of Mrdanga, is to be applied to
movement of terrified persons and to any movement of them
in the sky.

167. The Vidhata Jat produced with various charm-
ing (divya) Karanas and strokes of Mrdangas, is to be applied
in case of natural movement of superior persons.

168. It should consist of syllables like darige gudughin
titthi klama totthi kanam kukram.

169. These are the Jatis to be known by the wise for
application in the walk and other movements. 'I'hose which
are not mentioned here, should be taken from the people and
with a view to their meaning.

Playing of drums in three Gatas

170. Wise men should play [drum] according to their
rules specially in walks and other movements [of characters]
in the ten'kinds of play (dasarapa).

171. Tattva, Anugata and Ogha playing [of drums] is
desired in the [songs of] seven kinds and the Asarita metre.

172. One who desires unision [of the two] should play
drums with heavy and small number of syllables at the time
of songs [indicating] walks and other movements,

173. Tattva and sometimes Ogha too, should be applied
in case of king, for these are natural to their charming
conditions. '

174. Tattva should be applied to the first song,
Anugata to the second and Ogha should be the playing of
drum at the tima of walking and other movements,

Playing of drums in Dhruvas

175. In case of remaining Dhruvas, one should have
various [manner playing drums] according to one's liking.

In case of the Sthitavakrsta Dhruva the playing should
be of the Anpgata kind.
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176. In ase of the Pravesiki Dhruva [the playing]
should be Anugata. In the Naiskramiki and Antari Dhruvi
the playing should have all the three tewmpos (/aya).

177. 'The Prasadiki Dhruva should bave quick tempo,
and Dhruvés [in general] will be of five types. This will be
the playing [of drums] in the Prakaranas.

178.  Experts should observe through playing of drums
the Matras and divisions in the pada of Dhruvas at the time
of walking and other movements.

179. The producers should thus apply the playing [of
drums] at the time of walking and other movements.

How to begin the playing of drums

I shall now speak of the manner of beginning the play-
ing of drums.

180. According to some this should begin with éa.myz'\.
and ''dla, and according to others with the middle finger ; some
say that it should begin with the empty space (akass) and
others with the fore-finger.

18)-181. The Samya will always be the Graha in the
Daksina drum, and in the Yama and the Urdhvaka [drum]
the Graha will be Tala, and in the Alingya it [the Graha] will
always by the fore-finger.

182-183. In the exit (niskrama) the Graha wmay also
be from Akasa. The Asarita songs will always have the
éamya Graha and the two Talas growing from the limbs of
Dhravas, and * * * * will have the fore-finger as its
Graha. And the Graha of the Sirsaka will, be by the fore-finger.

184. The Graha of the Natkuta and the Addita as
well as of Prasadiki will be Sannipata, and it will consist of
[divisions of] one Kala.

185. The Akasa Graha consists of four divisions of
two Kalas. Its songs will be composed of limbs suiting it
in due order.

186. These are the Grahas relating to the drums (lit.
instraments), to be known by the wise. 1 shall next speak of
the playing of these in dances of energetic and of de'icate

types.
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187. One Parivarta (performance) of the song should be
without any accompaniment of instruments. At the end of
this the Graha should be the Sannipata in playing instrument.

188. Or, for the embellishment of dances there should
be change of limbs [of the performance]. And the change of
the tempo of the song should be made.

189. When a limb [of the performance] requires the
use of gestures, there should be no playing of music (i.e.
drum). But when there is dance consisting of Angaharas
then there should be music [to accompany it].

190. When due to the manmner of its performance a
limb is repeated again and again, then first it should be
accompanied by gestures, and finally it should be connected
with dance.

191. The playing of drums (lit. instruments) should
be similar in metre to that of the songs. The movement of
limbs should be made in conformity to the measures of songs
and of instrumental music.

192, The playing [of drums] in the Mukha and Upava-
hana (=TUpohana) should consist of heavy syllables along
with light ones, and this should be loud (prakrsta) in [the
production of such] syllables (varna).

193. The playing of drums along with songs in a slow
tempo should be by mild strokes, with that in & medium
tempo with strokes sufficient to produce the syllables (lit.
equal to syllables) and in all these the Uparipani should be
observed. ,

194. In the Class Dance (tandava), the playing [of
drums] by those who know [properly] about the tempo, should
be harmonious (sama), pleasing (rakta), divided [into Kalas),
distinet (sphuta), produced by simple (lit. pure) strokes and
accompanying the [various] limbs of the performance (lit.
dance).

1956. In performances including dance, the Tattva
followed by Anugata should be played in drums, while in
performances without any dance, the Tattva should be followed
~ by Ogha. .
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196. [The drum] should be played [on these occasions]
in slow, medium or quick tempo as in the case of a song, and
the same should ba the method [of playing drums]in the
performance of Padas and dance with Aingaharas.

197, Rules regarding Padas and syllables which apply
in case of songs aud playing of instruments, should be
observed in dance with Angaharas in connection with
dramatic performances.

Twenty Prakaras and their application

198. These are the eighteen Jatis relating to drums.
I shall now speak of Prakaras connected with them. Now the
Prakaras are Citra, Sama, Vibhakta, Chinna, Chinnaviddha,
[Viddha], Anuviddha, Svaripinugata, Anusrta, [Anusrta-
vicyuta], Durga, Avakirna, Ardhavakirna, Ekariipa, Pariksipta,
Sactkrta, Sama-lekha, Citra-lekha, Sarva-samaviya and Drdha.

199. The playing which is performed with various
Karanas' such as Nirvartita etc, by many kinds of hands,
and which has the three tempos and the three Panis, is called
Citra. . '

200. Dardara, Panava and .Mrdanga are played with
various Karanas, and this playing combined with Tila, limbs
and flutes is called Sama. ‘

901. When the playing is not very broad in position,
and it observes equally syllables, Pani and tempo in its
divided Karanas, it is Vibhakta.

902. The playing [of drums] in a guick tempo suddenly
stopping when all other instruments are separately played,
is called Chinna

203. The playing in which the Mrdangas are taken up
with Avapini and the Papava with Upari Péni, is called
Chinna-viddha.

904, When Panavas are played with the Karanas used
for Mrdangas, and such Karanas are the various Sici-vedhas',

the playing is called Viddha.

(199) 1See 92 nbove.
(204) 'This term does not appear elsewhere,

24
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205. The playing which is iniermixed with Viddha and
is seen in connection with all the instruments, is called
Anuviddha, because of the mutual Anuvedha',

206. When the playing has a simple nature and is
done by Sama Pani, and follows its own [fixed] pattern, it is
called Svaripa.

207. When the Panava follows the Muraja, and
the Dardara follows the Panava, the playing is called
SvariipAnugata.

208. When after following these instruments, they
attain the same tempo and are heard simultaneously with
these, it is called Anusrta.

209. When the playing of a drum following another
instrument in its own Jati, passes into another Jati, it is
called Anusrta-vicyuta.

210. The playing which being irregular in its move-
ment, develops all the Margas' and is done with undivided
syllables, is called Durga.

211, When Mrdangas are played together with Panavas
in many and various Karanas, the playing is called
Avakirna, .

212. When-a Panava or a Dardara is played in quick
tempo and with Avapani, the playing is called Ardhava-
kirna.

213. When the playing of all the instruments follow
one Karana, it is called Ekaripa.

214, When the playing in a low sound of Mrdanga
with undivided syllables, 18 covered with that of Panava,
it is called Pariksipta.

215. When various Karanas are played in one instru-
ment to follow a dance with Angaharas, it is called Sacikrta.

216. When a Panava and a Muraja after being played
first, take up (lit. looks up) the Murajas, the playing is called
Samullekha,

217. When different instruments with Mrdanga and

205) 1This passage is not quite clear,
210) !See above 44ff,




187 ON COVERED INSTRUMENTS [xxxm. 218-291

Panava ete, are played together in vario
oalled Citralekha,

218, '.-I‘he playing which follows all the M argas, adopts
all the Panis and Layas, is various, and is well-divided
[in their syllables], is called Sarva-samavaya.

219. The playing which is in a medium tempo, har-
monious, and has clearly produced syllables and is fit to
accompany movements, is called Drdha.

220. These different Prakaras of the playing of drums,
should be taken up to follow movements and songs, after
considering the Sentiments and the States involved.

221. Prakaras and Jatis apply to all Margas. But in
movements they are to be in their pure forms.

Seating of the Musicians

I shall now speak about their application. [The
mambers of] the Orchestra (kutapa) should be seated on the
stage with their face to the east. The Orchestra should be
placed between the two doors of the tiring room mentioned
before. The player of a Muraja (Mrdanga) should face the
stage ; to his right should sit the player of a Panava, and to
his left the player of a Dardara. Here the Orchestra relates
first to the players of covered instruments. Among them
& male singer will face the north, to his left will be the Vina-
player and to his right the two flute-players. And a female
singer will face the male singer. So much about the seating
the Orchestra.

us ways, then it ig

The Tri-Sama

Now, the players of the Mrdanga, Panava and Dardara,
male and female singers, players of flute and Vind being
seated, and strings of stringed instruments being tightened,
controlled and sounded with relation to proper Grama, Raga
and Mirchana, and the Mrdanga being struck in quick succes-
sion by pressed (nipidita), arrested (migrhita) half-arreste.
(ardha-nigrhita), and free (mukta) strokes, the players placing
their hands on the best Dardaras; should first of all observe
the ceremony of the Tri-S8ima for the purpose of welcom-
ing the gods and bidding them farewell.
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By means of the first Siman arising from the mouth
of Brahman who creates, stabilizes and destroys all the living
and non-living objects', he (i e. the singer) pleases very much
the moon on the left, the serpents on the right, and the
creatures of water who are between these two.

By the second Saman he pleases the Munis (sages) and
by the wide and great third Saman the gods [in general].

222. As one thus pleases in due order the gods [by
the three Samans], so the wise are to know them as the
Trisama.

1223. As one thus takes shelter with Brahman, Kesava
and Siva, so it is called the Tri-sama by the sages.

224. As [the syllable] Om is pronounced in the
beginning of the four Vedas, so the T'ri-sama is sung [in the
beginning] of all the songs.

225. This Tri-sama is to observe three Prakaras, three
tempos, the Addita Marga, and a division of six or three
Kalas [in its accompaniment by drums].

226, Its syllables should be of three kinds including
heavy and light ones, and its au (=a and u), and m should be
uttered thrice with the triads.

At the end of this (i.e. Trisama), after following the
procedure of the Preliminaries, one should perform the
Bahir-gitas in three tempos with the drumming which will
follow the song in its metre and syllables. At the application
of the Asarita song, one should perform the drumming of the
Tattva and Anugata Prakrti. When after the Trisima the
Pratyahara etc, have reached their end, then the drumming
is to begin. There one should first of all play all the drums
in the following order : the Vamake and Urdhvaka should be
struck first, then the Alingyaka with the Gopuccha Yati, and
playing of the Vipaiici should be performed afterwards. [If
you ask] why, [the answer is] that the drums played first will
give rise to Success.

(221) 'Description of Brahman possessing himself all the separate
functions of the Hindu Trinity, is probably to be met with in no other
. work, .
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The Performance of the Dhruva is first indicated by
drums. Then proceeds in the auditorium full of women

and common people, the music which is capable of creating
their interest.

Different Tastes of Listencrs

227. Masters [of the musical art] like a harmonius
closure (sama), the scholars distinct [enunciation of] words
(pada) of the song, the women a sweetness [of voice in
singers] and the rest [of the audience] a full-throated singing
(lis, crying aloud).

Variety of Drumming to suit Occasions

At the conclusion of this [playing of drums], the
experts in the Mrdanga should produce in their instruments,
mostly by the touch of their fingers, a music which will
consist of a collection of light Varpas, and which will relate
to the Tancava, at the time of female dancer’s appearance
[on the stage]. I'he song relating to the appearance of the
famale dancer being finished, the Sannipatas should be taken
up. [In connection with them] a music related to the
Karanas conforming to the Angaharas of the Lasya dance,
should ba combined with the Karapa Dhatu, Hence there
is the saying samam raktam. .

Next, at the start of the performance music should be
played in relation to the Karapa of the Alipta Marga. 1t
should be performed by striking the Vamaka and the
Urdhvaka, and will be as follows ; dhep mati dhan mathd dhen
dhiti (it sam kram kram khoka ne devyam kentam kit ghen.

The change after these two [kinds of playing] will be to
that of pure Jati in the four Margas consisting of kko hho nam
kho kho nam kho kho khona’

After their stoppage there should be kho kho do kho kha
ke nam gha gha gha tagham in setting the veuter foot'. Just as
there should be playing of kondukhor at the time of entering
of the Caturthakara,” This should be played mostly by running
fingers [on the drums]. '

(227) See V. 99-100. 3See V. 101-104,
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In the Utthapana of the Vastu and in the Apakrsta
Cari there, the playing should begin with gheghentam ghen no
ghakhanadonam gho ghagheghaghe.

In the Suskapakrstad Dhruva of the Nandi, the playing
should be in the Pratisuska Karana and should have Tho gho
tho khe kha ghogheghen nadabhyan khoddho kutam kha khe khena kasu
guka ghen nokhi khen tan khen nam kiti kiti ghaghen ghe katuka
ghudu kamla volakho kho kho kho vaghnu tetam malim nammam kiti
vatthi.

One should take to Sannipata of the Addita Marga,
when the Cari accompanying the recitation of the Jarjara-
sloka?, is performed during the ceremonies of the Rangadvara’,
And in the Mahacar? [connected with this] there should be
playing of drums in the Vitasta Marga, and the Graha therein
should be by the forefinger. Similarly during the Preli-
minaries an extraordinary playing of drums suited to Tandava
(Class dance) has been recommended, and it should bave
Sannipata Graha and should be played by the left hand [with
the following syllables] : kho kho nam do do dokah mokah dahena
natha tho no gho gha tamata thigham gho gho katha kata jham kho
khokhita kata katam ghata kamatthi gho gho milhi nam kiti kinam
khakavalam.

Next an example of playing of the Alipta Msrga should
be given.

The playing in the Vitasta Marga should have its
Graha with the forefinger : It is as follows: nana kho ka
nano madhunam kho {:ho mathi takitam tavitam kinti kitam kiti
kinto kho kho matita matthi tramati tikiti kentam drentam nata
kentam taghitandram krntam dram drantam kinnam kinnam kentam
mudram ghren ghren klen ghram ghram dragram ghadre dram
ghendram ghendram ghane klen,

From the time of tossing the curtam, there should be
the playing of drums, during the Caturasra Preliminaries, for
the success of the performance. In the Tryasra Preli-

2See V. 118-119.

3See V. 116-118,
4See V. 1271,
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{nlnarles th.ere should be the same playing without any
interval of time,’

I shall also give directions about the playing of drums
suitable at the time of walking and other movements of the
four Heroes® Dhirodatta, Dhiroddhata, Dhiralalita and
Dhirapraganta, in different plays like Nataka.

During the movements of gods, the playing should
include bram, dhram dhram dhradram. During that of kings
it should have ghemtam, and in case of middling men the
playing should include dhram klam dhatu ghen ghet titthi duna,
kiti dram nam nam dhradram.

Now I shall speak about the playing of drums in the
Sthita [Dhruva].

998. At that time, steps [of dance] should conform to
rhythm consisting of three Kalds, two Kalas or of one Kala.
And the song should conform to drums, Now Ishall speak
of the playing of drums in different conditions [of characters
in a playl. In their quick walking, the playing should
include vam vam ghe ghe tam, and it should be performed by
the unequal strokes by fingers. These have been written
properly while discussing the .movement of fingers.
Again I shall describe the rules regarding the playing
of drums. .

229. In walking and other movements the experts
should provide for playing of drums with Talas' of three or
four Kalas, after considering the tempo and manner of
walking [of characters concerned]. .

930. In the playing of drums there should be no pause
of one Kala or of two Kalis between the Dhruvas. Hence
the movements should be in unision with the playing of
drums and not with the songs.

931, In quick walking, the Pata [of Tala] should be
as described in case of walking and other movements. Strokes
like dhran dhran ghen ghen should mostly be made in this
playing.

' 5Sce above V. 148, ®Sec XXXIV 18-20,
(2?9) 1See above XXXI, on Tilas,
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232. 1In case of movements of boats, chariots and aerial
cars, birds, moving heavenly bodies, the playing of drums
should be by running the fingers [on the face of drums] or by
striking in the Catuska by the two hands alternatively.

In case of sorrow, suffering illness, curse, death of dear
ones, loss of wealth, killing, imprisonment, vow, austerity
and fasting ete, the playing drums in TUtthapana should
ba according to the Alipta Marga mentioned before.

In cass of walking of Daityas, Danavas, Yaksas,
Raksasas and Grahas the playing of drums should include
Karanas such as dra dhrn khada together with gha tn tn tanta
tetodram.

In case of dancing movements the playing of drums
should include ghetam katakam.

In case of walking of Yatis, Munis, Pasupatas and
Sa.kya.s the playing of drums should include do kho dvitvikhi
duguvoo klanado dhanti kitiki,

And in the walking of old Srotrlyas, Kaiicukins and cor-
pulent persons, the playing should include dhram dhrom dhram
dron dhin dronam kho kho na.

In case of movements of elephants, horses, asses,
camels chariots and aerial cars, the playing should include
vamkiti,

In case of supeuol, middling and inferior men, the
playing of drums should be performed after a consideration
of Sentiments and States in this world.

So much about the playing of drums in case of males.
I shall now.describe that in case of females. The playing
in case of superior females who are goddesses, will include
mostly vamgali kipi dhmeta prathi ghe. And in case of queens
it should include mostly kathi kathi mathi do do khu khu. In
case of Brahmin women it should have cam kitti, kitthi ghata
mata thi ghe. In case of middling women who are courtezans,
female artisans and actresses, the playing should include gha
khu khu ghikita matthi kina tonam gho. For inferior women the
playing should include marathi kule kedu khukhi khi mostly. So
much in brief about the playing in case of females.
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In their special conditions, playing in similar conditions
of. nzales,‘ should be performed. And from these the general
Vibhavas like fear, suffering, sorrow, anger etc. arise. Here
als?, there should be playing of drums in proper Margas
which relate to Sentiments and States.

233, Moreover & person who plays drums after observing
proper Jati, Marga and Prakira in suitable Karanas and
syllables, is the best player, .

Now the interval-playings are Anuvaddha, Vipraharika
Siddhi-grahansa and Paricchinna.

Ex. of the Anuvaddha playing is kho khe ne khe ghe.

Praharita (= Vipraharita) at the conclusion or playing
is dhram dram kho kho,

Siddhi [grahana] also.

934, Siddhi [grahana] should be played at the acquisi-
tion of wealth, forgetfulness, fatigue and at the tightening
of clothes and ornaments,

This is Siddhi should take to proper Margas, and include
Citra Karanas and consist of five or six Kalas.

1t should also be played—

935. At the stopping of recitatives, at the pause coming
in the wake of doing anything, at the falling of clothes or
ornaments or in controlling the crown or the headgear,

The playing after the beginning of the Dhruva, should
be clear and should relate to all the drums and should include
dhum dhum dhum lka in the Vitasta Marga.

In ocase of superior females thewe ghould be a playing
in the Addita Marga, which is to include na nam kho khe nannam
In case of inferior females there should be playing suited to
Khaijs Natkuta Dhruvi, and should include sam ke te kiti
vinndm. In other conditions these should be reduced by a half.

Now about the playing of drums in the Prasadiki and
Prévediki, Aksepiki and Avakrsta [Dhruvis].

The playing in the Prasadiki [Dhruva) should be with
Sama Pani and is to be divided ‘into Karanas. While this

‘is in & quick tempo the playing should be with the Upari Pani
in the, Citra Karana.

%
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And in the Sthita (slow) tempo  * » * *

In the Avakrstd Dhruvd in the Addita Mirga there
should be Ardha-sannipata.

236. Thus there should be playing of drums in walking
and other movements at the time of Prasadiki and Antari
Dhruvas.

237. As a change, one song without any playing of
drums should be sung, and at the end of the Sannipata, the
drums should bs taken up for playing.

In the quick and slow tempos there should be strokes
ta sa sa. In the Addita Dhruva na de de de de de kho kho kha
and in the Khafnja and Natkuta Dhruvis na nanna vu vu na na
kho na nna de de de de kho kho kho kha.

Now the Udghatya [playing].

238. The playing which is performed at the time of
excess of hurry or joy or surprise, excitement or sorrow or at
the time of receiving a gift, is called Udghatya.

Now I shall speak of the closure (lit. release) [of playing].
It is of two kinds : Samhanana and Samsarana. Now closure
at the Uddhata' and the quiek Anubandha’ should include
ghettam kikiti datta kettikim godo ghaghe do gha te gho ghe yado.

Now the closure of the Khaiija-Natkuta ; it should
include dham dram dham dram takitam takitam gududhe.

The closure of the same in the slow tempo should
include .dhe dham dhe:a matadhe ghe chimatam kantachi matach
harmaka didhiti

The closure of the Additda Dhruva is kinta kintam. The
olosure of the same in the slow tempo should include ghatatam
In the Avakrsta it should be vaveta.

239. These are the beginning and the closure of
Dhruvis of Niskraima (exit), Praveia (entrance), Aksepiki
and Antara classes.

The player of drums should strive in this way with a
knowledge of the T4la, time and the notes,

On this there are the following couplets :

(238) 1This has not been explained before,
*Jbid,
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Faults of a Drummer

240. The wise say that a player of drums, who does
not know about the Tala, [proper] occasion and the Sastra
about it, is merely ‘a striker of hides’ (carma-ghataka).

241. 'The producer should apply the playing of drums
according to these rules. Next I shall speak about the
characteristics of drums.

Characteristics of Drums

242, Three are the shapes of Mrdangas. In shape
they are like myrobalan, barley and cow’s tail.

243. The Anki or Ankika is like a myrobalan, and the
Urdhvaka is like a barley, and the Alingya resemble’s a cow’s
tail.

244. The Mrdanga and the Ankike should be three
Talas' and a half long, and their face should be twelve fingers
lin diametre].

245. And the Urdhvaka should be four Talas long and
its face should be fourteen fingers [in diamelre].

246, The Alingya should be made three Malas long
and its face eight fingers [in diamet_re].

947, The Panava should be madoe sixteen fingers long
and its middle should be thin, and faces should be eight and
five fingers [in diametre]. '

948, Its lips (i.e. rims) should be made half of a finger
lin thickness], and its middle should be hollow and four
fingers [in diametre]. )

249-250. The Dardara should be like a bell sixteen
fingers [in diametre]. Its face should be that of Ghata and
should be twelve fingers [in diametre], and have a fat lip on
all sides.

Characteristics of the best Hides

050-251. Next I shall speak of the best characteristics
of hides. These should not be old, torn, pecked by crows,
covered with the least fat, soiled by smoke or fire,

(244) !'For the measurement of Tala see the note on fIL 21,
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252-2563. Cow’s hide which is free from these six
blemishes, and the face of which is like blossoms in colour,
or is white like snow or Kunda flowers, and glossy and free
from flesh and is fresh, is good.

253-264. After procuring such hides with hairs on
them, an intelligent person should soak them in water for a
night and then take them out.

On the making of Drums

254-255. Then one should bind and fix to drums the
small round cuttings (candraka) of this, after rubbing these well
with cleansed cowdungs.

255-266. In these round cuttings [fixed to drums] one
should make Puspavarta of three layers (irivarti), and a
Parikara named Kaksa, and a Svastika in its neck (griva).'

One should make three hundred aksaras by drums.

257. (This couplet is corrupt and untranslatable).

Applying Rohana to Drums

258-259. This rule is applicable to all the Ankikas,
But one should not apply to Mrdangas, a Rohana consisting
of sesamum paste mixed with cow’s ghee and oil.

Ceremony of Installing Drums

259-260. After binding the Ankika, Alingya and
Urdhvaka [with strings] in this manner, these should be
placed on the ground after worshipping the gods.

260-263. Under the asterism of Citra or Hastid during
an auspicious day of the éuklapa.ksa a well-born master of
[dramatic arts] who is free from passions, is an expert in
playing solid instruments, and who knows the theory of
songs, has & sweet temper, has his sense-organs under
control, has fasted and cut his hairs short, and has worn
white clothes, and has taken strong vow, should make three
Mandalas' with cowdung free from bad smell, and assign these
three to Brahman, Sankara (Slva.) and Visnu.

(255-256) 1The terms used here are not clear.
(260-263y !Mandala= circular space.
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263-264. First of all he should place the Alingya in
f.he Mandala of Brahman, and the Urdhvaka should be placed
in the second Mandala named after Rudra. And the
Utsangika (Aikika) should be put across the Mandala of
Visnu, '

2656. To the Aliﬁgya he should make an offering
consisting of honey mixed with Payasa accompanied by
various kinds of flower.

266-267. To the Asnkika an offering of Apiipa and
Locika should be given. And next should be made all the
offerings, to the Urdhvaka in a Svastika together with Tocika,
Apfipa, Pinda and Kendarika (?).

267-268. This offering should be decorated wilh
Dhustura, Karavira and other flowers, and the offering
should also be carefully made of blood together with red
cloch.

268-269. To the Ankika which is on the Vaisnava
Mandala surrounded by all the Bija[mantra], one should place
an offering together with garlands, clothes and unguents of
yellow colour, and Payasa and.Caru of various kinds.

269-270. After making the Brahmins utter Svasti on
paying them Daksind previously, and after worshipping the
Gandharvas [one should play drums].

270-271. Then the Panava should be bound on all sides
with well-prepared strings. And then the Puskarikis should
be covered with hide. In this way Mrdangas, Panavas and
Dardura are to be made. .

272-274. I shall [now] speak of the gods of these
[instruments]. Vajreksana, S’a.ﬁkuka.rz_xa. and Mahagramani are
said to be gods of Murajas (drums). Mrdaigas are so called
because of being made of mrt (earth), and they are called
Bhindas because they bhramayati (move about) Murajas are
so called because they are placed in an upright position
(ardhvakarana), and they are called Atodya because of relating
to todana (striking).

" 974-275. Rules of Bhindas have been given. Now the
rules of Papava are being described. ‘Daru’ ip so cailed
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because of darayati (one splits it up). And from the same
Dardara originates.

275-276. After seeing that the Mrdangas, Panavas and
Dardaras have been made, the great sage [Svati] brought
about a similarity of their notes with those of clouds.

276-279. The high sounding cloud named Vidyujjihva
gave note to Vama[ka], the great cloud named Airavana to
Urdhvaka, the rain-cloud named Tadit to Alingya, the
Puskara cloud to the Daksina, and Kokila to the Vama[ka]
and (the cloud named) Nandi to the drum named Alingya
and the cloud name Siddhi to Ankika and Pingala to Alingya.

279-280. Those who want Success [of performances]
should make to these clouds, offerings which are dear to
spirits (bhita).

After worshipping these gods one should produce a
dramatic spectacle (preksa) in the stage.

The Mrdanga should be placed in a heap of dried
cowdung.

281-282. One' should then perform the regular Santi
rites with the Atodyas and Panavas brought out by the dancer.

282-283. In the performance of the ten kinds of play
(dasarapa) four Panavas should be used, and a similar number
of Atodyas are also to be played in different situations [in
those plays].

283-284. The Mrdanga, Panava and Dardara are to be
played in the Nataka, Prakarana, Vithi, Bhana and Dima.

These are the. characteristics of Mrdangas that should
be known by wise [producers].

Characteristics of Upahastas

285-286. I shall now speak of characteristics of
Upahastas. These are five viz. Kartari, Samahasta, Hasta-
pani, Vartana and Dandahasta.

286-287. The movement of the forefinger and the
thumb of the two hands by letting them fall one after another
is called Kartari.

(281-282) 'The preceding verse is corrupt.
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287-288. The serial falling in the same Tala of the
two halves of the two palms [on the face of the drum] is
called Samahasta. :

288-289. The clear falling of the back [of the palm]
and the fingers of the left hand, and the falling once of the
right [palm], is called Panitraya.

289-290. The four [strokes] when the right hand falls
first and the left hand afterwards, are called Vartani, because
they occur by turns.

290-291. When one taking with strikes by the right
hand after beginning the stroke with the left hand, the serial
strokes are called Dandahasta,

291-292. The four qualities of all these hands are
eleganco, switftness, variety and firmness. These are what
1 had to say about the characteristics of hands.

Characteristics of Good Drummers

263-294. I shall next speak of the characteristics of a
[good] player of drums. He who is an expert in songs, playing
of instruments, Kali, tempo,-and who knows how to begin a
song, to bring it to a finish, and has & mimble hand [in
playing] and knows about the various Panis, and |general]
rules of the Success, and is an expert in singing Dhruvis, and
who practises Kalas, and has a pleasing hand [in playing
instruments], power of concentration, and who can produce
pleaging Marjana and is strong [in body], and regular in his
physical and intellectual habits, and is an accomplished
[artist], is called the best player [of drams].

Qualities of a good player of the Mrdanga

995-296. One who knows how to give proper plastering
to drums and has undergone laborious training in the four
Margss, has earned success of all kinds, has no defect of limbs,
has practised all the Karanas well, and knows songs in the
Sama (?) and knows many kinds of Grahas and knows how
to perform good music, is called a good player of the Mrdanga,
because of his various qualities [mentioned above).*
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Qualities of a good player of the Panava

297. He who is unerring, expert in the use of hands
and in observing time and in covering faults of performance,
and well-practised in playing Karanas, is an expert player of
Panava due to the qualities [mentioned].

298. The player of the Dardara, who is firm, clever [in
his art], swift, nimble, knows all the rules of playing and
knows to play other instruments as well, is praised [by all].

General Rules of Drumming

299. After observing the performance of all kinds of
plays, the playing of drums has been described after consider-
ing the taste of all men, That which has not been mentioncd
should be devised by good [producers] after considering the
Mairga and the Jati [of songs].

Qualities of the Mrdaiiga

300. The playings of Mrdangas in which strokes are
distinet, clear, well-divided, loud though controlled, and
adheres .to the palm, and includes the three Marjanis, and
is full of combination of pleasing notes, is mentioned
for its quality.

Indispensability of Drums in a Performance

301. One should first of all bestow care on the playing
[of drums]. For this playing has been called the basis (lit.
bed) of the dramatic performance. This playing and the
songs being well-performed the production of plays do not run
any risk.

Here ends the Chapter XXXIII of Bharata’s Natyasastra,
which treats of Covered Instruments.



CHAPTER THIRTYFOUR
TYPES OF CHARACTER

1. I shall next speak of the salient features of
characters, and of all the four kinds of Heroes in their
essential aspeot,

Three Types of Character in a Play

- 2-3. Characters male and female [in a play], are
in general of three types : superior, middling and inferior,

A Superior Male Character

3-4. [A man] who has controlled his senses, is wiso,

skilled' in various arts and crafts (dilpa), honest, expert in
enjoymen(:,,2 brings consolation to the poor, is versed in
different Sastras, grave, liberal, patient and munificent, is to
be known as a ‘superior’ (uttama) [male]’ character.

A Middling Male Character

4-5. [A man] who is an expert in the ma;mcrs of
people, proficient' in arts and crafts as well as in §ast1-as,

(3-4) 'See note 1 on 4-5 helow.
®The text here is corrupt, The reading bhogadaksa
is suggested on the assumption that a superior male character
controlling his senses should not invariably be an ascetic, and he
should be disposed to enjoy life legitimately.

As female characters have heen treated of below, this and the
two following passages relate to male characters.

(4-5) 'If should be noticed that a superior male character
should be skilled in various arts and crafts, while a middling male
character should be proficient in these, T'he purpose of this distinc-
tion seems to be significant. A superior character should have
knowledge of arts and crafts as an accomplishment, while the midd]-
ing character should be capable of making a professional use of
these for earning a livelihood. Samvahaka ((Mrcch. II) who is a
middling character, seems to support this view. About his practis-
ing massage, he says: Madam, I learnt it asanart. It has now
become my profession (ajjae kaleti sikkhida, ajivia danim samuutta).

26
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has wisdom, sweetness [of manners], is to be known as a
‘middling’ (madhyama) [male] character.

Inferior Male Characters

6-9. [Men] who are harsh in words, ill-mannered, low-
spirited, criminally disposed,’ irascible and violent, can kill
friends, can kill anyone by torturing,’ are prone to engage him-
self in useless things, speak very little, are mean, haughty
in words, ungrateful, indolent, expert in insulting honoured
persons, covetous of women, fond of quarrel, treacherous, doers
of evil deeds, stealers of others’ properties, are to be known
as ‘inferior’ (adhama) [male] characters. These are the three
classes of male character according to their nature.

A Superior Female Character

10-12. I shall now speak in due order of female
characters. A woman who has a tender nature, is not fickle,
speaks smilingly, is free from cruelty, attentive to words of
her superiors, bashful, good-mannered, has natural beauty,
nobility and such other qualities, and is grave and patient,
is to be known as a ‘superior’ [female] character.

A Middling Female Character
12-13. A woman who does not possess these qualities
to a great extent and always, and has some faults mixed
with them, is to be known as a ‘middling’ [female] character.
’ An Inferior Female Character

13-14. An ‘inferior’ female character is to be known
in brief from an inferior male character.

A Character of Mixed Nature

14-16. Maid servants and the like are charaoters
of mixed nature. A hermaphrodite is also a mixed character,
bub of the inferior kind. O the best of Brahmins, the
Sakira' and the Vita? and others [like them] in a drama, are
also to be known as characters of mixed nature.

(6-9) ‘.Sl'alyabuddhika. 2Citraghataka.
(14-16) 'See XXXV, 78 2See XXXV, 77,
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So much about the characters which may be male
female or hermaphrodite. ,

Four Classes of Hero

17-18. I shall now describe their classes according to
their conduct. Among these, Heroes (nayaka) are known to
be of four classes, and they belong to the superior and the
middling types and have various characteristics,

18-19. The Hero is described as being of four kinds : the
self-controlled and vehement (dhiroddhata), the self-controlled
and light-hearted (dkiralalita), the self-controlled and exalted
(dhirodatta) and self-controlled and calm (dhiraprasanta).

19-21. Gods are self-controlled and vehement, kings
are self-controlled and light-hearted, ministers are self-
controlled and exalted, and DBrahmins and merchants are
self-controlled and calm Heroes.

The Four Classcs of Jesters

21-22. To these again belong the four classes of
Jesters. They are Sannyasins, Brahmins, other twice-born
castes and disoiples, in cases respactively of gods, kings,
ministers (ematya) and Brahmins,'

These should be friends during [the Heroc's] separation
[trom the beloved one], and experts in conversation.

The Hero '

93. In case of many male characters in a play, one
who being in misfortune or distress, ultimately attains oleva-
tion, is called the Hero. ,

94, And when there are more than one of such
description, one whose misfortune and elevation are promi-
nent, should be called the Hero.

Four Classes of Heroine
95-27. These [four] are always Heroos in dramatic
works (lit. poetical compositions). I shall now speak of
Heroines who [also] are of four classes : a goddess, a queen, a

(21-22) !The text here has been emended with the help of the
ND. (168b). See also BLP. (pp. 281-282).



xxx1v. 27-37] THE NATYASASTRA \204

woman of high family, and a courtezan. These according
to their characteristics, are of various kinds, such as self-
controlled (dkira), light-hearted (lalita), exalted (udatta) and
modest (nibhrta).

27-28. (Goddesses and king's women possess all these
qualities. Women of high family, are exalted and modest,
while a courtezan and a crafts-woman may be exalted and
light-hearted.

Two Classes of Employment for Characters

99-30. The characters [in a play] have two kinds of
of employment : external (bakya) and internal (abhayaniara).
I shall now speak of their characteristics.

[The character] which has dealings with the king, is
an internal employee, and one who has dealings with the
[people] outside, is an external employee.

Female Inmates of the Harem

31-34. I shall now describe the classes and functions
of women' who have dealings with the king. They are the
chief queen (mahadevt), other queens (devi), other highborn
wives (svamini), ordinary wives (sthayini),* concubines (bhogini),
craftswomen ($ilpakarini), actresses (natakiya),’ dancers (nartaki),
maids in constant attendance (anucarika), maids of special
work (paricarika), maids in constant movement (saficarika),
maids for running errands (presana-carika), Mahattaris
(matrons), Pratihiris (ushers) and maidens (kumari) and
Sthaviras (old dames) and Ayuktikas (female overseers).

«  The Chief Queen

85-37. The chief queen is one who has been conse-

crated on her head, is of high birth and character, possessed

(31-34) This gives us a very good glimpse of the royal harem
in ancient India.

2This passage shows that a kiug in ancient India, had a large
number of wives. According to a Ceylon tradition, the king
Bindusira had sixteen wives. In Svapna. (VI. 9) Udayana refers
to his mother-in-law Mahasena’s chief queen as sodafantahpurajyestha
(being at the head of the sixteen wives).

3Cf. Pal.i natakitthi.
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of accomplishments, advanced in age, indifferent [to her
rivals],, free from anger and malice, and who [fully] under-
stands the king's character, shares equally his joys and
gorrows, is always engaged in propitiatory rites for the good
of the [royal] husband, and is calm, affectionate, patient, and
benevolent to the inmates of the harem ’

Other Queens

38-39, Those [wives of the king] who have all these
qualities except that they are denied proper consecration,
and who are proud and of royal descent, are eager for enjoy-
ing affection, are pure and always brilliantly dressed,
jealous of their rivals,' and maddened on account of their
young age and [many other] qualities, are called queens
(devt).

Other Highborn Wives

40-41. Daughters of generals, or ministers or of other
-employees when they (i.e. their daughters) are elovated
by the king through bestowal of affection and honour, and
become his favourite due to good manners and physical
charm, and attain importance through their own merits, are
known as highborn wives (svamini).”

Ordinary Wives

49-43, Ordinary wives of a king are those who have
physical charm and young age, is violent [in sexual acts],
full of amorous gestures and movements, expert in the
enjoyment of love, jealous of rivals, [always] alert and ready
[to act], free from indolence and cruelty, and capable of
showing honours to person according to their status.

Concubines

44-45. Concubines of the king are women who are
honest (daksa) and oclear [in their dealings], exalted, always
brilliant with their scents and garlands, and who follow
the wishes of the king and are always devoid of jealousy,

(38-39) 'Bhasa seems to disregard this rule. For Padmavati
has no jealousy against Vasavadatta (see Svapna.).
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are well-behaved, demand no honour, are gentle [in manners]
and not very vain, and are sober, humble, and forbearing.

Craftswomen

46-47. Those women who are conversant with various
arts and skilled in different crafts, know different branches
of the art of perfume-making, are skilled in different modes
of painting, know all about the comfort of beds, seats and
vehicles, and are sweet, clever, honest (daksa), agreeable
(citra), clear [in their dealings], gentle, and humble, are to
be known as crafts-women ($ilpa-karika).

Actresses

48-51. Women who have physical beauty, good
qualities, generosity, feminine charm, patience, and good
manners, and who possess soft, sweet and charming voice,
and varying notes in her throat, and who are experts in the
representation of Passion (kela), and Feeling (bhava), know
well of representation of the Temperament (sattva), have
sweetness of manners, are skilled in playing musical instru-
ments, have a knowledge of notes, Tala and Yati, and are
associated with the master [of the] dramatic art, clever, skilled
in acting, capable of using reasoning positive and negative
(#hapoha), and have youthful age with beauty, are known as
actresses (natakiya).'

Dancers

651-54. Women who have [beautiful] limbs, are convers-
ant with the sixtyfour arts and crafts (kala), are clever,
courteous in .behavour, free from female diseases, always
bold, free from indolence, inured to hard work, capable of
practising various arts and crafts, skilled in dancing and

(48-51) 'Perhaps for the personal safety of the king, male
actors were not admitted in the theatre attached to the royal harem.
The Brhatkatha-Sloka-sampgraha (II. 32, ed. Lacote) testifies to the
antiquity of this practice. In the palaces of the king of Cambodia
and of some Sultans of Indonesia too, women only are engaged to
produce plays. See Santidev Ghosh, Java-O-Balir Nytya-git (Bengali)
Calcutta, 1952 p. 11.
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gongs, who.efzcel by their beauty, youthfulness, brilliance and
other qualities all other women standing by, are known as
femala dancers (nartaki).

Maids in Constant Attendance

54-55. Women who do not under any condition leave
the king, are maids in constant attendance (anucarika).

Maids of Special Work

65-57. Those women who are employed for looking after
the umbrella, bed, and seat as well as for fanning and
massaging him, and applying scent to his body and [assisting
him] in his toilet, and his wearing of ornaments, and gar-
lands, are known as maids of special work (paricarika).

Maids in Constant Move

57-59. Those women who [always] roam about in
different parts [of the palace], gardens, temples, pleasure
pavillions, and strike the bell indicating the Yamas,' and those
who having these characteristics are precluded by the play-
wrights from [sexual] enjoyment,’ are called maids in cons-
tant move (samcarika). '

Errand Girls

59-60. Women who are employed by the king in secret
missions connected with his love-affairs, and are often
to be sent [in some such work], are to be known as errand-
girls (presana-carika).

Mahattaris

60-61. Women who, for the pro%ection of the entire
harem and for [the king's] prosperity, take pleasure in singing
hymns [to gods], and in performing auspicious ceremonies,
are known as Mahattaris (matrons).

(55-57) 'In Vikram. (V. 3. 1) a Yavani brings the king his
bow. She was indeed a paricarika. But her Yavana origin is not
mentioned in the NS.

(67-59) 'Yama =one eighth part of the day, three hours.

3That is, they should mot be personally implicated in love:

affairs,
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Pratiharis
61-62. Women who lay before the king any business
related to various affairs [of the state] such as treaty, war
and the like, are called Pratiharis (usher).
Maidens
62-63. Girls who have no experience of love’s enjoy-
ment (rati-sambhoga), and are quiet, devoid of rashness, modest,
and bashful, are said to be maidens (kumari).!
Old Dames
63-64. Women who know the manners of departed
kings, and have been honoured by them, and who know the
character of all [the members of the harem] are said to be

old dames (vrddha).
Ayuktikas

64-66. Women who are in charge of stores, weapons,’
and fruits, roots and grains, who examine the food
[cooked for the king], and are in charge of [lit. thinkers
of] scents, ornaments and garlands and clothes [he is to use],
and who are employed for various [other] purposes, are called
Ayuktikas (femalo overseer).> These in brief are the different
classes women of the [royal] harem.

Other Women Employees in the Harem

67. I shall now speak of the characteristics of the
remaining characters who are employed in sowme duty or
special work [in the harem].

68-70. Those who are not rash, restless, covetous and
cruel in mind, and are quiet, forgiving, satisfied, and have
controlled anger and have conquered the senses, have no
passion, are modest and free from female diseases, attached
and devoted [to the king] and have come from different parts
of the state, and have no womanly infatuation, should be
employed in the palace of a king.

(62-63) !'Ex. Vasulaksmi (Vasulacchi) in the Malavi.

(64-65) !See above note 1 on 55-57. Kalidasa seems to ignore
this functionary of the harem.

3Cf. Tuta (=7Yukta) in Asoka’s Girnar Rock IIL Ayuktika may
. be his female counterpart in the royal harem.
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Other Inmates of the Harem

70-73. The hermaphrodite who is a character of the
third class, should be employed in a royal household for
moving about in the harem. And Snatakas,' Kaficukiyas,’
Varsadharas,” Aupasthayika-nirmundas,' are to be placed in
different parts of the harem. Persons who are eunuchs or
are devoid of sexual function, should always bo made the
inmates of the harem in a Nataka.

The Snataka

73-74. A Sniataka' with polished manners, should be
made the warden of the gate (dvastha).” Old Brahmins who are
clever and free from sexual of passion, should always be
employed by the king for various needs of queens.

The Kancukiyas ctc.

75-78. 'Those who have learning, truthfulness, are
free from soxual passion, and havo decp knowledge and
wisdom, aro known as Kafcukiyas.' The king should
omploy them in business connected with polity. A And the
Varsadharas should bo employed in errands relating to
love-affairs. And the Aupasthiyika-nirmundas are to be
employed in escorting women, and in guarding maidens and
girls. In bestowing honour to women the king should employ
the maids in constant attendance.

The Natakiyd
78-79. Women in the royal harem who attend all the
movements of the king, should be employed, when they are

(70-78) 'See below note 1 on 73-74.

2Sce helow note 1 on 75-78. 3See helow note 1 on 78-80.

4See below note 1 on 80-81.

(73-74) 'From later dramas the Snataka disappears altogether.
Was Pusyamitra described by S. Lévi as ‘a mayor of the palace,’
a Snataka ?

2According to the AS of Kautilya, dawarike was important
officer of high rank and not a simple door-keeper of the ordinary

wenial type. See AS. 1.2.8. ’
(75-78) 'See note 1 on XIIL 112-113. Bhasa has ‘Kaficukiy ..

an
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proficient in performing all classes of dance, in the [royal]
theatre under the authority of the harem,!
The Varsadharas

79-S0. Persons of poor vitality, who are clever and
are hermaphrodites and have feminine nature, but have not
been defective from birth, are called Varsadharas.’
The Nirmundas

80-81. Persons who are hermaphrodites, but have no
of womanly nature and have no sexual'knowledge, are called
Nirmundas.!

These are the eighteen kinds of inmates of the [royal]
harem described by me.

External Persons

82-83. I shall next speak of persons who move about
in public.

They are: the king, the leader of the army (senapati),
the chaplain (purodhas), ministers (mantrin),' secretaries (saciva).?
judges (pradvivaka), wardens of princes (kumaradhikrta)* and
many other members of the king’s court (sabhastara). I shall

(78-79) 'See above 48-51 and the note 'on the word natakiya. It
is not clear why the natakiya has been described over again and
differently.

(79-80) 'The word varsadhara often wrongly read as varsavara
literally.means ‘one whose seminal discharge has been arrested.’

(80-81) !Nirmunda or aupasthayika-nirmunda probably meant ome
who had the head (munda) of his membrum virile (upastha) cut off. The
definition given here séems to have been due to a concoction when
the real significance was lost sight of.

(82-83) !A4matya also has been used before to indicate a minister.
But AS. (1. 8 9. distinguishes between amiatya and mantrin.
Kamandakiya Nitisira (VIIL 1) also does the same. According to
the latter amatya seems to be identical with saciva (see IV. 25, 30, 31).
According to Sukraniti saciva, amatya and mantrin are three different
functionaries (See II. 94, 95 and 103). The Rudradaman inscription
seems to distinguish between mantrin and saciva.

?Saciva as well as amatya originally meant secretary.

AS *Kumaradhikrta probably is identical with the Kumaradhyaksa of
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speak of their classes and characteristics. Please listen about
them.

The King

84-88. The king should be intelligent, truthful, master
of his senses, clever, and of good character, and he should
possess & good memory, and be powerful, high-mninded and
pure, and he should be far-sighted, greatly energetic, grateful,
gkilled in using sweet words ; he should take a vow of protect-
ing people and be an expert in the methods of [different] work,
alert, without carelessness, and he should associate with old
people, and be well-versed in the Arthasastra and the practice
of various policies, & promoter of various arts and cralts, and
an expert in the science of polity, and should have a liking
for this, [Besides these] he should know his actual position,
prosperity and its decline, and the weak points of his
enemies, and [principles of] Dharma, and be free from evil
habits.

The Leader of the Army

89-90. One who possesses a good character and
truthfulness, and is always active (lit. has given up
idleness), sweet-tongued, knows the rules regarding weak-
ness of the enemy, and proper time for marching against
him, has a knowledge of the Arthagastra and of everything
about wealth, is devoted [to the king], honoured in his own
clan, and has a knowledge about time and place, should be
made & leader of the army, for these qualities of him,

The Chaplains and Minist.crs

91. Those who are high-born, intelligent, well-versed
in Sruti and polity, fellow-countrymen [of the king], devoted
[to him], free from guile (lit. pure) and followers of Dharma,
should be chaplains and ministers, for these qualities ol
them.'

(91) !B. reads the passage differently. In translation it is as
follows: “Those who are high-born, intelligent, well-versed in
various Sastras, affectionate [to the king], incorruptible by enem,cs,
not ha:ughty, the compatriot [of the king], frees from giecd, |
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Secretaries

92-93. Those who are intelligent, versed in polity,
powerful, sweet-tongued, conversant with the Arthadastra,
and attached to the subjects and are followers of Dharma,
should bs always appointed by kings as secretaires (amatya).

Judges

93-95. Those who know well about litigation, and
the true nature of pecuniary transactions, are intelligent, and
well-versed in many departments of knowledge, impartial,
followers of Dharma, wise, able to discriminate between good
and bad deeds, and are forbearing and self-controlled, and can
control anger, are not haughty and have similar respect for
all, should be placed in seats of justice as judges (prad-
vivaka).!

Wardens of Princes

95-97. Those who are alert, careful, always active
(lit. free from indolence), inured to hard work, affectionate,
forbearing, disciplined, impartial, skillful, well-versed in polity
and in discipline, and who are masters o[ reasoning positive
and negative, have knowledge of all the Qastras and are not
vitiated by passion and such other things, and who are heredi-
tary servants of the king, and are attached to him, should
be made wardens of princes,' because of their possessing
these various qualities.

Courtiers

98. Membets of the court (sebhastara)® should be
appointed by pra.cmca.l people according to the views of

disciplined, trust-worthy, and virtuous are to be made chaplains
and ministers.” The taking together of the chaplain and the
minister probably shows that at one time the same person
discharged the functions of the two.

(92-93) !See note 1 on 81-83 before.

(93-95) !The radical meaning of the term pradvivaka is one who
decides a cause after questioning the parties.

(95-97) See in this connexion AS.

(98) 'Vyasa (smyrti) mentions sabhkastara who should hold
' discourse abqut morals (dkarmavakya) for the edification of those who



213 TYPES OF CHARACTER [xxx1v. 99

Brhaspati’ after taking note of the [various] qualities of thege
(i.e. ministers etc.).

99. These are the characteristics of various characters.
[in a play], that I was to say. I shall next speak of the
characteristics of [persons suited to] various roles.

Here ends Chapter XXXIV of Bharata’s Natyasastra,
which treats of the Types of Different Characters.

are present [in the court]. In Mbh 4. 1.24 however the sebhastara
appears only as a courticer (sabhya Nilakantha) who is particularly
interested in gambling. Jolly, Hindu Law and Customs, pp. 287-288.
Vignudharmasfitra first speaks of the qualification of sabhasadas who
were probably the king’s helpers in the administration of justice.
N. C. Sengupta, Kvolution of Ancient Indian Law, p. 46.

*That the author of the NS. like the authors of the AS.
refers to Brhaspati, probably shows that they were not very widely
separated in time. Vatsyayana, Mbh. (Vanaparvan) and Bhasa
also refer to Brhaspati. *



CHAPTER THIRTYFIVE
DISTRIBUTION OF ROLES

1. I shall now speak of the distribution of roles in
a play or of the kinds of men by which different roles are to
be represented.

General Principles of Distribution

2. After considering together their gait, speech and
movement of limbs as well as their strength and nature, the
experts are to employ actors to represent different roles [in
a play].

3. Hence the selection of actors should be preceded
by an enqury into their merits. The Director (lit. the
master) will not fsel difficulty in the choice [if such procedure
is followed].

4. After ascertaining thoir natural aptitudes, he is to
distribute Toles to different actors.

The .Role of gods

5-6. Persons who have all the limbs intact, well-
formed and thick-set, who are full-grown (vayo’nvita), not fat
or lean or tall or large, who have vivacity, pleasant voice and
good appearance, should be employed to take up the role of
gods.

The Role of Riksasas etc.

7-8. Persons who are fat, and have a large body and a
voice like the peal of thunder (lit. cloud), furious looking eyes
and naturally knit eyebrows, should be employed to take up
the role of Raksasas, Danavas and Daityas ; for the per-
formance of male actors [should be] in conformity with
their limbs and movements.

The Role of Kings

9-11, Aoctors of the best kind who have beautiful eyes,
. eyebrows, forehead, nose, lips, cheeks, face, neck, and every
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other limbs beautiful, and who are tall, possessed of pleasant
appearance, dignified gait, and are neither fat nor lean,
and are well-behaved, wise and steady by nature, should be
employed to represent the role of kings and princes (kumara).

The Role of Army-leaders and Secretaries

12-13. Persons who have well-formed limbs, distinet
speech, are neither tall nor fat, are heroic, have reasoning
positive and negative, are brave, and eloquent and have
presence of mind, should be employed to take up the role of
army-leaders (senapati) and secretaries (amatya).

The Role of the Kaficukiyas and the érotriyas

14. Persons who have brown eyes, long nose, and who
are short or tall, should be employed in the role of Kaiicukiyas
and Srotriyas.!

The Role of Minor Characters

15. In other cases too, similar dramatic convention
has been prescribed ; roles should be assigned alter consider-
ing the actors’ age and physical condition.

16-17. [For example],” persons’ who are slow-moving,
very dwarfish, hunch-backed, uncouth, odd-faced and fat,
who have expressionless (lit. motionless) eyes, ono eye blind,
small chin and low nose, ugly raiments, evil nature, deformed
body and who have marks of a slave, should be employed in
the role of slaves.

The Role of Fatigued Persons

18. A person who is naturally thin., should be employed
in & play to represent a tired person,

(14) 'The racial type indicated by this description probably
shows that the K. and S. were of the Aryan descent.

(16-17) 'From the general description given in this passage
and the marks mentioned in particular, it appears that slaves were
of non-Aryan descent. And Kautilya scems to support this view
by saying that aryaspa na dasa-bhavah (an Aryan should not be
enslaved), From this description it also appears that the slaves
were at one time branded with marks,
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The Role of a Person in Health
A fat person should be employed to represent a person
without any disease.

Special Cases of Assigning Roles

i9. If however such persons are not available, the
Director (lit. the master) should exercise discretion to employ
[some one] after a consideration of the latter’s nature and
movement as well as States [to be represented].

20. Such persons’ natural movements whether good,
bad or middling, should be regulated by contact with the
Director (lit. the masler), and then they will properly
represent [all] the States.

21. In other cases too, similar dramatic convention
has been prescribed, and roles should be assigned to persons
after considering their native places (defa) and costume (vesa).

The Role of a Character with Extra and Special Limbs

22-24. In case of characters which have many arms,
many heads, and uncouth faces and faces of animals,including
beasts of prey, asses. camels, horses and the like, the Director
(lit. the master) should according to his direction have the
masks (lit. them) made with clay, wood, lac and leather.!

The Entry of a Character
24. One should not enter the stage in his own

natural appearance. His own body should be covered with
paints and decorations.

The Result of Impersonation

25. In the production of a play, a person in his natural
form of the .body, should be employed [to assume a role]
according to his age and costume.

The Method of Proper Impersonation

26-27. Just as a man who renounces his own nature
together with his body and assumes another’s nature by

(22-24) Details regarding this are given in XXIII,
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entering into his body" so the wige actor thinking within him-
self that ‘I am he' should represent the States of another
person by speech, gait, gesture and other movements,

Three Kinds of Impersonation

28. Human characters ag they are represented on
the stage fall into three classes : natural (anuripa), unnatural
(virapa) and imitative (rapanusarini).

The Natural Impersonation

29. When women impersonate female characters and
men male characters, and their ages are similar to that of
the characters represented, the impersonation is called
‘natural’ (anuripa).

The Unnatural Impersonation

30. When a boy takes up the role of an old man or an
old man takes up that of a boy and batrays his own nature
in acting, the representation is called ‘unnatural’ (viripa).

The Imitative Impersonation

31-32. When a man assumes a woman’s character,' the
impersonation is called imisative (riipanusarini) by the best
actors. A woman also may assume if she likes, a man’s role
in actual practice. But an old and a’young man should
not try [to imitate] each other’s manners.?.

Special Suitability of Mcn and Women
33-34. Bold men who have heroism and strength,
should be employed for recitatives, and women [should always
ba employed] for songs. Women’s nature is suited mostly to
songs and that of men to recitatives.! For women’s voice is
naturally sweet and that of men is forceful.

(26-27) 'Thisis said on the assumption that a Yogin possess-
ing miraculous powers could, according to his will, leave his own
body and enter that of another when the latter was just dead.
Safikaracarya is said to have practised this kiud of miracle.

(31-32) 'In the Shakesperian stage young men took up the rolc
of women. Ag. (p. 502) explains balifa as viriipa (ugly).

?This is due to an utter impossibility of successfully taking
up of ‘each other’s role by old and young men.

(33-34) 'See XXXII, 504 and the note, and also XXXII 5(6.
" 28
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35-36. Though men know the rules of singing in their
traditional characteristics, their songs being devoid of sweet-
ness, do not create beauty.

Whenever there is [any] merit in women’s recitation and
sweetness of voice in men, these are to be considered as being
due to freaks (lit. inversion) of nature, and as such these
should be [considered] ornaments.!

Women in Men’s Roles

37. In temples,' palaces’ and houses of army-leaders
and other prominent persons, dramatic performances (prayoga)
are mostly held by women in men’s role,

Women’s Special Merit

38. A delicate person’s role is always to be taken up
by women. Hence, in case of women as well as gods and
men of delicate nature [women are to assume the roles].

39. [It is for this reason that] drama came to be
established in heaven' through Rambha, Urvasi? and the like
[nymphs]. And similar has been the case in king’s harems
in this world. .

Training Women in Differcnt Roles

40, Direcbolrs (lit. masters) should instruct women
according to the Sistras, but they should not themselves give
coaching to women in learning their [feminine] roles.

41-42. But masculine (lit. depending on men) roles
should be carefully directed by them.

As natural amorousness is observed in women, their
naturally graceful limbs are easily accessible to Sausthava ;
and sportful nature' will be their additional qualities (lit.
ornaments) [when they assume a male role].

(35-36) !See XXXII. 504.

(37) 1Devadasis or ‘maid-servants to gods’ seem to have been
not only dancers, but also actresses assuming male roles also.

3For the reason of women assuming male roles see above notes
on 33-34.

(39) !'Cf. Vikram IIL (Vigkambhaka). 3See below XXXVT. 60,

(41-42) , 'The sportful nature belongs naturally to males.
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Result of Proper Assignment of Roles

43. When actors and characters in a play have similar
conditions and behaviour, and have natural limbs and organs
(karana), they will embellish a dramatic performance.

44, Want of fatigue in dance and music, is always a
quality of women, and a dramatic production partly attains
its sweetness and partly its strength due to this.

45. A woman who is an adept in the practice of love,
and is an expert in [representing] love-affairs, eppears through
her graceful acting on the stage, like a creeper full of various
charms, on account of its [many] flowers.'

46. Hence [a Director] should always bestow undivided
attention to women's exercise (yogya ) [in dance and music],
for without this, the States, Sentiments, the Sausthava cannot
be produced by them in tho least.’

Types of Dramatic Production

47. The production of a drama which includes many
States and Sentiments, is of two kinds : delicate (sukumara)
and energetic (aviddha). .

The Delicate Type of Production

48. Nataka', Prakarana, Bhina, Vithi and Anka’ are
to be known of the delicate type. For they depend on human
beings,

(45) It seems that boys also had b represeni  women's
character in the ancient Hindu theatre (sce the Prastavana to Malati).
And this shows the benefit of engaging actresses. Employment of
boys in women’s role was considerably a handicap in depicting
female characters in the Shakesperian stage. On this sec “Shakes-
pearc’s Dramatic Art” in Compauion to Shakespeare Studies,

Cambridge, 1946, p. 54.
(46) 'This probably stresses on the importance of repeated

rehearsal.
(48) 'Fora definition of this and the following types of play

see XX. 10-11F, 48f, 107-108ff, 112-113ff, 94fF.
3t is called Utsstikaika also. See XX. 93.
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49, This delicate type of production is pleasing to
kings. Hence plays of this class including the Erotio
Sentiment, should be produced by women.!

50. The play in which there occur violent fighting,
great speed [of movement], and much excitement, should not
be enacted by females, but by males.

51-62. If a play includes ordinary (lit. not exalted)
incidents and no hurried or violent movement of limbs, and
requires an observance of proper tempo, Tala, Kali and
regulated utterance of syllables, and clearly divided words
and has plenty of desired Sentiments, it should be produced
by women.!

Ths Energetic Type of Production

53-54. The play which requires energetic (aviddha) type
of Angaharas to represent cutting, piercing, and fighting, and
includes [a representation of] the use of magic and thau-
maturgy as well as artificial objects and costumes, and has
among its dramatis personae many males and a small number of
females who are of quiet nature, and mostly the Grand and
the Energetic Styles applied jn its production, is of the
energetic type. .

55-66. Dima, Samavakira, Vyayoga and Ihimrga are
known to be plays of the energetic of type by producers.

Production of plays of this kind, should be made by [an
impersonation of] gods, Danavas and Raksasas.

66. Thus one should assign different roles in the
production of a play. Next I shall speak how a play attains
excellence due to costumes and make-up.

The T'ypical Impersonation of a King

67-69. How are the qualities of a king to be represented
by an actor who has a few wearing apparels ? In this connec-
tion it has been said that when dramatic conventions have

(49) 'An instance of such a play occurs in Priyadardika.
Act IIL
(51-52) T'his probably shows that the Nataka etc. mentioned

in 48 above, being plays of ballet-type were better suited to be pro-
duced by women.
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come into vogue I have made plays furnished with all these
(i. e. conventions).

In them (i. e. plays) the actor (nata) covered with paint,
and decorated with ornaments, reveal the signs of kingship
when he assumes a grave and dignified attitude, and then
he alone becomes, as it were, a refuge of the seven great
divisions (saptadvipa) of the world.

60-61. He should move his limbs only after he has beon
covered with paints. And trimmed according to the discre-
tion of the Director and having tho Sausthava of limbs, the
actor becomes like a king, and [thus trimmed] tho king also
will be [very much] like an actor.'

61-63. Just as an actor is, so is the king and just as
a king is, 80 is the actor.’ The two will represent their States
by similar deportments and Sausthava of limbs.

Just as by properly carrying out tho instruction of the
Director, the actor illumines tho stage, similarly the king
also will always be naturally brilliant.

His followers will be like that of divine personages.’
In a play they are to be introduced with propei‘ costume,
language and age. .

64. The producer should let the actor have the natural
appearance of a character [by giving him suitable costume)
and by associating him with suitable ago through [proper]
make-up.

65. Thus one should make a selection of persons for
representing kingly manners. I shall ,next speak of the
qualities of a Director (sitradhira).

PUNS——

(60-61) !This is a very clever statement. The king thoug!t
he is nothing but an ordinary humaun being, often assumes conscl-
ously or unconciously an extraordinary appearance. The story goes
that Napoleon sought the guidance of a contemporary actor of
repute before taking up the imperial crown.

(61-63) !'See the note above.

3This was because the king was a incarnation of God or gocs.
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Characteristics of a Director

In this connection I shall speak of the qualities of a
Director. TFirst of all, he should possess knowledge of
characteristics [of everything concerning the theatre], desirable
refinement of speech, knowledge of the rules of Tila and
theory of notes and instruments [in general].!

66-71. Omne who is an expert in playing the four kinds
of musical instrument, has various practical experience, is
conversant with the practices of various religious sects, and
with polity and the science of wealth (arthasastra) and the
manners of courtezans and ars amatoria, and knows the various
conventional Gaits and movements, thoroughly understands
all the Sentiments and the States, and is an expert in
producing plays, acqnainted with all arts and crafts, with
words and the rules of prosody, and proficient in all the
§§,stras, the scisnce of stars and planets, and the working
of the human body, knows the oxtent of the earth, its
continents, devisions, and mountains and people inhabiting
them, and the customs these have, and the names of descen-
dants of royal lines, and who listens about acts prescribed in
§éstras, can understand the same, and puts them into practice
after understanding them, and gives instructions in the same,
ghould be made a teacher and Director.

Natural Qualities of a Director

72-74. Now listen to me speaking about the natural
qualities [which he should possess]. He should be possessed
of memory and intelligence, and should be patient, liberal,
firm in his words, poetical, free from any ‘disease, sweet [in

(65) !This and the two following passages (66-71, 72-74) show
that the Hindus had very advanced ideas about of the responsibi-
lities of a Director. Like his modern counterpart the regisseur (or
(‘producer” as he is called in England) he was required to be an
expert not only as regards acting but in all those arts which together
constitute a performance. The Komisarjevsky, The Theatre,
London, 1935, p. 15. Thus so many varied qualities were required
to ensure his fitness.
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his manners], forbearing, self-possessed, sweet-tongued, free
from anger, truthful, impartial, honest, and free fron? gre,ed for
praise.’ l
Cheracteristics of an Assistant of the Director

74-75. A person of the middling type who has slightly
less number of qualities than that the Director is to pessess
ghould be known as an Assistant (pariparsvika) of th(-;
Director.

Characteristics of an Actor

75-76. An actor (nata) should be lively (lit. bright)
possessed of a good physique, acquainted with [thoatrical;
accessories and  their uses, possessod of intelligence,
conversant with the rulos [of the theoretical practice], and
expert in his own work.

Characteristics of a Parasite

76-77. Possessing all tho qualities which the Director
is to have with regard to tho theatrical production, the
Parasite (vita) should be an expert in dealing with courtezans,
gweet [in his wor’ds], impartial, pootic, proficignt in the
meaning of the Sistras and in the knowledge of courtezans,
capable saeing the positive and-the negative side of any
argument, and eloquent and clever.

Characteristics of the Sakira

78, The Sakira' is one who wears gaudy (lit. brilliant)

(7274)  *The “greed for praise” probably means 2 hankering
after uncritical praise which may come from the multitude. This
surely stands in the way of a first-rate artistis production.

(78) 'Western scholars are sometime inclified to connect this
character with the Sakas (Keith, Skt. Drama, p. 69). But Sakira
as described in DR (it 42) and SD. (81) is nothing but the lowborn
brother of a royal concubine. Naturally he bragged about his relation-
ship with the king and was laughed at by people. Hence the term
byalaka gradually acquired a pejorative sense, and in NTA it has
become fala (a term of apuse). So people had to refer to him
him euphemistically as da-kara which means the fellow named
‘with an initial & If the author of the N&. has mot given such a

definition, it was probably due to actnal Sakaras being still available
at his time he prudently remained silent about their anomalous

social position.,



XXXV, 79-83] THE NATYASASTRA 294

clothes and ornaments and grows angry without adequate
reason and gets pacified likewise, and who is an inferior
character and speaks Magadhi’ and has manifold changes [in
his conduct].

Characteristics of the Jester

7. The Jester (vidiasaka) should be dwarfish, should
possess big teeth, and be hunch-backed, double-tongued
bald-headed and tawny-eyed.

Characteristics of a Servant

¢0. A servant (ceta) be should be fond of quarrel,'
garrulous, uncouth in form and give service under bondage,
and be expert in distinguishing between persons who are to
be honourd and who are not,.

Characteristics of a Courtezan

81-83. A woman who is always engaged in attending
the teacher (acarya) in connection with application of
[varirus] arts and crafts, and is pndowed with amorous move-
ments, Emotion (kava) and Feeling (bhava), 'l'emperament
(sattva), discipline, sweetness [of manners], and is conversant
with the sixtyfour arts and crafts ((kala), is expert in dealing
with the king, and free from female diseases, and has sweet
and emndearing words, is clear in her speech, clever and
undaunted by fatigue' is called a courtezan (ganika).

2]t has been mentioned before that Sakaras should speak
the Sakari dialect (XVIII 52). But by Sakari we are to understand
a dialect of Magadhi. Sce Purusottama'’s Prakrtinuéisana. ed.
Nilti-Dolci. XIII, 1; also Prakrtakalpataru, ed. Ghosh, II. iii, 2ff.

(79) The reading dvijan-man for dvijihva is evidently wrong
See XXXIV. 21ff.

(80) 'The ceta was evidently a slave. The term bandhasevaka
(giving service under bondage) seems to indicate this.

(81-83) !The courtezan was evidently somewhat like a Greek
hetaera,
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Characteristics of a typical Heroine

84-86. A woman with the following qualities should be
given the role of a Heroine : she should be endowed with a
good physical form, good qualities, character and young
age and should possess gold necklace and garlands and
should be shining, affectionate, sweet, and should possess
charming words with a lovely voice and should be steady
(lit. unperturbed) in the exercise (yogya), and conversant with
Laya and Tala and Sentiments, and should have all

kinds of ornaments and be dressed with garlands and
scents.'

Women disqualified to take up a role

86-87. But a woman should not be made a Heroine in
any theatrical show when she smiles on wrong occasions, is
rough [in appearance], has an uneven gait and movement,
persistent anger, miserable look, and is always haughty and
fickle. These are the characters that the producers of plays
should know about,

Members of a typical theatrical party

88-90. I shall next speak of different members of &
theatrical party (bkarata). 'They are : Bharata' [proper] (actor),
who resort to Bharata (i.e. his art), the Jester (vidisaka), the
musicians (fauripa), the actor-dancers (nata), the Director
(sitradhara), playwright (natyakara) the crown-maker (mukuta-
karaka), the maker of ornaments (abharanakrt) and garlands, the

(84-86) !The last hemistich of the text probably shows textual
confusion.

(88-90) !The term “Bharata” seems to have originally r.neant
those who sang ballads connected with the heroic exploits of
the Bharata race. The term ‘Bharthari’ meaning singers on the
exploits of Bhartrhari a prince who renounced the world and
attained spiritual eminence, is analogous to Bharata. The Bharat.a
ballads were the nucleus of the Mbh. According to t‘he hypoth-sis

29
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dyer (rajaka), the painter (citrakara), other and craftsmen
(karu and Silpin), and Kusilavas and others who are to be
known by their names.

Characteristics of Bharata

91. Ashealone conducts as the leader [the performance
of] a play by acting in many roles and playing many
instraments and by providing many accossories, he is called
Bharata.'

Characteristics of a Jester

02-93. One who looks to people’s pleasure, can imitate
manners of all people, resorts to various [means] and
mixes with women, is ready-witted in disclosures made
through Pleasantry,' or in Covert Pleasure’ and is clever, and
can give censure through his words, is to be known asa
Jester (vidisaka).?

Characteristics of a Master-musician
94. ,Ono who is skilled in playing Tira,' has a liking
for all the instrumonts and is an expert in playing them

all, and possesses [all kinds of] musical instruments, is called
Tauripa’ (master-musician).

Meaning of the word ‘Nata’

15. Meaning of the root nat is ‘to act’ (lit. acts) and
henco, as he acts (nalayati) again and again the stories of

of Winternitz, such ballads gave rise to drama. Sce in this con-
nexion the author’s Contributions to the History of Hindu Drama,
Calcutta, 1957, pp. 15ff.

(91) 'See note 1 to 88-90 ahove.

(92-93) 'See XXII, 50. 2See XXI11I, 53.
3For another definition of a Jester see 79 above.
(94) 1Its etymology is obscure. See mote 2 below.

#The word though connected with tira is not directly available
from it. The basis of tauripa is possibly tauripa one who engages
himself with téra ineaning probably musical instruments in general,

A :
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men with Sentiments, States and Temperament, he is
called (lit. he becomes) a Nata (actor).

The Benediction

96-97. As one pleases by it the audience (lit. people)
with sweet words of blessing, it is called Nandi (Bencdiction).
That which is spoken in the performance of a play to please
people in various ways, with Sanskrit and Prakrit recitatives,
is to be known as Nandi.

Definition of a Director

98. One who knows from the toaching of tho learned
($ista) the principles (sitra) of applying songs, instrumental
music and recitatives in their unity, is called a Satradbira
(Director).!

Definition of a Playwright
99. DBecause ho puts in [diﬁerent],Sontiments, States
and Temperaments, as taught in tho Sastra, in different
characters, a person is called a playwright (nat yakara).!

Definitionr of an Actor
100. One who can apply the music of four kinds of
insln;umenb, and produce a play according to tho meaning of
the Sastra as well as his own reasoning, is called an actor.
(nata).!

Definition of an Actress

101. A woman who knows all about the playing of
drums, Laya (fempo) and Tila and is conversant with Senti-
ments, and is beautiful in all her limbs, should be made an
actress' (natakiya),

(98) !For another definition of the Siitradhara see 66-74 ahove.

(99) !'His duty was to compose a play on any given theme. IHe
is comparable to ‘poets’ employed by Ilizabethan theatrical
companies. For more about the playwright see the introduction.

(100) This probably shows the original connection of drama

with music of all kinds. .
(101) 'This word has been used by Bhasa. See Pratima I. 4.8,
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The Crown-maker

102. He who makes masks and various special dresses
together with headgears (Sirsaka = pratisirsaka) suited to various
characters, is called a crown-maker (mukutakara).!

The Maker of Ornaments

103. One who makes ornaments according to various
rules, is called a maker of ornaments’ (abkaranakrt) and each
[maker of ornaments] is to be named according to the
material he uses.

The Maker of Garlands

104. He who makes five kinds' of garland, is called
a maker of garlands (malyakrt).
The Vesakira

He who looks after dressing is called Vesakara.
The Painter, the Dyer and the Craftsman

105. One who knows painting is a painter (citrakara),
and from his [knowledge of] dying (rafijana) [clothes] a person
is called a dyer (rajaka).?

And one who fashions diffarent objects out of lac, stone,
metal and wood, is called a craftsman (karu).

The Kuéilava

106. He who can apply the principles of instrumental
music and is himself an expert in playing instruments, is
called a Kuséilava because of his being kusala (clever) and
avadata (refined) and free from agitation (avyathita).'

(102) 'For rules about crowns see XXIII. 129{f-

(103) 'For varieties of ornament used see XXIIL 11ff.

(104) 'For the five kinds of garlands see XXIII. 10

2For the rules for different costumes see XXIII. 110ff.

(105) !For uses of clothes of different colour see XXIII. 53-56,
60, and for colours see XXIII,. 69ff.

3See XXIII. 43,

(106) 'The recal etymology is obscure. This is only a folk-
etymology of the word. There are however reasons to believe that
it originally meant ballad-singers. The names of Rama’s twin sons
probably had its origin in kusilava,
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Other members of the party

107. The man who takes to an art or a craft ($ilpa), a
profession, or a practice, and has himself acquired proficiency
in it, is called by its name,"

108. So much about the hereditary groups (jati) known
in connection with the rules of theatre as Natas who relate
to various accessories [needed] for the production of various
types of play.

109. I have spoken about the assignment of roles and
about the makers of a drama according to their function,
and have pronounced the Canons of Drama. Please mention,
O sages, what more is to be said now.

Here ends the Chapter XXXV of the Natyasastra,
which treats of the Distribution of Roles.

(107) *Besides the craftsmen mentioned ahove, the theatrical
troupes probably had with them artisans  who made things with
bamboo, grass and hide ctc.



CHAPTER THIRTYSIX
DESCENT OF DRAMA ON THE EARTH

Sages question.

1-6. Being pleased with this, the sages such as Atreya,’
Vasistha, Pulastya, Pulaha, Kratu, Angiras, Gautama, Agastya,
Manu, the wise Ayus, Viivamitra, Sthiilasiras, Samvarta,
Pratimardana, Usanas, Brhaspati, Vatsa, Cyavana, Kasyapa,
Dhruva, Durvasas, Jamadagni, Markanjeya, Galava, Bhara-
dvija, Raibhya, the venerable Valmiki, Sthiilaksa, Sankulaksa,
Kanva, Medhatithi, Kusa, Narada, Parvata, Suéa;rman, the
two Ekadhanvins, Nisthytti, Bhavana, Dhaumya, Satinanda,
Krtavrana, Jamadagnya Rama, Jamadagni and Vamana
again spoke out of curiosity to the omniscient Bharata these
words:

7. “The ancient Natyaveda which you have spoken,
has been properly comprehended by us listening to it atten-
tively. '

8. [But] you, venerable sir, should also remove (lit.
explain) any doubt we may have in this regard. For who
else can speak definitely about the Natyaveda ?

9-10. We shall enquire from you [more] about drama
for our enlightenment and not out of any distrust, rivalry
or jealousy. We did not speak earlier (lit. then) [about this],
for there should not e any interruption. So, speak to us
exhaustively about the mystery of drama.

11. You have [already] said that exploits of men'
constitute drama, hence you should speak definitely about
what has been kept hidden from people.

12-14. O the best Brahmin (lit. the bull of the twice-
born), tell us about the character of the god who appears in

(1-6) 'T'he shorter recension of the NS. omits these names,. See

L2
(11) lSe; L 111-112
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the Preliminaries (pdrvaranga). Why is the sound [of
musical instruments] applied there ? What purpose does it
serve when applied ? What god is pleased with this, and what
does he do on being pleased ¢ Why does the Director being
himself clean, perform ablution again on the stage ?* How,
O sir, the drama has come (lit. dropped) down to the earth
from hemlren? Why have your descendants come to be
known as Stadras {”

15. The sage Bharata on hearing these words of the
wise men, spoke again to them for explaining the matter
which was confidential.

Bharata said :

16. ‘I shall explain to you, O Brahmins, what you
persons with excellont vow, enquire regarding the rules of
the Preliminaries, Listen properly about it.

17. The Preliminaries have been described in continua-
tion of whatever I havo said [earlier] about the destruction
obstacles.

18-22. Just as the body,is covered [with an armour] for
warding off missiles, so sins of all kindsare avoided with
Homa. After I have thus warded off the sins and destroyed
the obstacles by worshipping gods with Japa, Homa, words
of adoration and blessing, and songs about their [benevolent]
deeds and attitudes, and with the playing of all instruments,
and sound of songs, they (i.e. gods) being pleased with the
ginging of their praise, said, ‘We are gxceedingly delighted
with the performance of yours; as it nandati [pleases] the
people, after pleasing the gods and the Asuras, this perfor-
mance will be called Nandi (Benediction).

93. When auspicious words uttered with proper into-
nation in accompaniment of songs and playing of instruments
resound a region, all evils will disappear, and prosperity will
ensue there.

(12-14) 'Sce V. 80-83.
(17) 'See V, 70ff
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24. In so much spaoce as is filled with sound of musical
instruments there will be there no Riksasas or leaders of
Vighnas (vighna-vinayaka).

25-26. On hearing the sound of Nandi, and recitatives,
songs and playing of instruments during marriages of all
kinds,' and sacrifices performed for the prosperity of kings,
ferocious spirits will make themselves scarce. And this
(i.e. the sound of the Nandi) will be equal to the exposition
Vedic Mantras,

27. I have heard from the god of gods (Indra) and
afterwards from Samka.ra (SIV&) that music vocal as well as
instrumental, is in fact a thousand times superior to bath [in
holy waters] and to Japa.

28. In places in which there occur instrumental
music and dramatic performance, or song and instrumental
music, there will surely be there never any kind of inauspi-
cious happening.

29. Thus I have devised the Preliminaries as a cere-
mony of adoration for worshipping deities, with laudatory
verses and Mantras.

Ablution of the Director on the Stage

30. As the head becomes fatigued by bowing on the
stage, the rule permits the Director to bathe it with water.’

31. After the ablution the Director should worship
the Jarjara with Mantras. All this has been said in connec-
tion of the Preliminaries." This is the reason for the
ablution.

32. I shall now tell you in detail how drama came
(lit. dropped down) to the earth from Heaven, for I am
unable to withhold anything from you,

(25-27) 1Avahe ca vivahe ca. Aviha is the marriage which takes
place in bridegroom’s place and vivaha takes place in the bride’s,
place.

(30) !See the note on 12-14,

(31) 'See V. 118-119,
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Bharata’s Sons offended the Sages.

33-34. All these sons of mine being intoxicated with
[the knowledge of] the Natyaveda, practised in course of time
an art tiring the entire people with Prahasanas connected
with laughter.

34-35. And they on purpose, produced in an assembly
[of spectators] a play which caricatured the sages and
which was unaccoptable and full of wicked acts, and
which encouraged rural manners and was cruel and inauspi-
cious,

The Sages curse Bharata’s Sons,

36-37. On hearing this, the sages were extremely angry
and excited, and spoke to them (i.e. sons of Bharata) burning
them, as it wore, with their words, ‘O Brahmins, it is not
proper that wo should be thus caricatured. What is this
insult [for], and what is your intention ?

38. As due to pride in your knowledge [of drama]
you have taken to arrogance (avinapa), your evil knowledge
will get destroyed. .

39. In the community of .sages and Brahmins or in
meeting them, you will appear as be’aing no followers of the
Vedas and will attain the character of Stdras.

40. You will become mere Sidras and attain their
functions, and those to be born in your line, will be impure.

41, And your posterity will be dancers who will wor-
ship others along with their wives and children (i.e. they will
all be §ﬁdms).‘

492. Gods on hearing of the origin of curse on my sons
became anxious and approached the sages.

Gods intercede in favour of Bharata’s Sons

48. Then the gods with Sakra (Indra) as their }eader
said, ‘Afflicted [thus] with misery the drama will perish.

(41) 'In modern states, Directors of theatres would be dragged
to law-courts for a similar offence.

.30
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44. The sages said in reply that drama would not
perish, but the remaining portion of their cursé would take
effect in its entirety.

Bharata’s Sons approach their Father.

45-46. On hearing the words of the sages of terrible
spirit, my sons became sad, and with a desire to kill them-
gelves they approached me and said, “We have been totally
rained by you, and for the fault of drama we have been made
to take to Siidra’s conduct.’

Bharata pacifies them.

47-48. TFor their consolation I said, ‘Do not be sorry
for it ; the rule that words of sages will never prove untrue
has indeed been made by fate (krtanta) ; so you should not
turn to the destruction [of your own selves], after being thus
consoled.

49. Remember (lit. know) that this dramatic art has
been described by Brahman [himself]. So teach it to your
disciples and others through its practice,

60. - Do not destroy this drama which has been devised
with great difficulty, and which depends on great things,
brings merit and has its origin in the Vedas, their Angas and
Upangas.’

61, After holding the performance of a drama according
to [rules] which I have heard from Apsarasas, you are to
undergo & purificatory ceremony (prayascitta).

Nahusa.invites divine Artistes to the Earth,

52. In course of time, a king named Nahusa attained
the kingdom of heaven through his polity, intelligence and
prowess. He then governed the kingdom and obtained a
divine prosperity (uyusti).

653. And on seeing the musical performance (gandharva)
and drama [of the gods], he became anxious [for these].

(50) 'In spite of this passage, it is difficult to believe that
drama of India was of Vedic origin. On this see the traunslator’s
Contributions to the History of Hindu Drama, Calcutta, 1957, pp. 3-4,
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' 64, And he thought within himself as to how the drg-
matio performance of gods might be held in his own houso [on
the earth] and to the gods he spoke for [causing such] a perfor-
mance, with joined palms. ‘Let the drama [produced] by the
Apsarasas be performed in our house [on the earth].’

Gods reject the request.

- 66. But in reply to this, the gods with Brhaspati as
their leader said to him ‘The meeting of divine damsels and
human beings has not been prescribed [anywhere)].

-57. [But] as you are the lord of heaven, you should
be given an advice which is friendly as well as suitable. Let
the master [of the dramatic art] go there [at your place]
and please you.’

Nahusa approaches Bharata,

68. Then the king with joined palms said to e,
‘Revered sir, I should like to see this dramatic performance
established on the earth.

60. I have been promised earlier [by gods] your service
a8 & trainer. O best of Brahmins, I have now got it directly
[by approaching you].

Urvasi and the carthly drama

60. In the house of my grand father (Pururavas), this
drama together with his work has been described by Urvasi
to the members of the harem.

61. But when the members of the l'mrem were distressed
on the death of the king who became insane' due to her
disappearance, this [dramatic art] was lost.

62. I wish this again to be openly produced on the
earth during sacrifices to be done on different days of the
moon, so that a happy and auspicious situation may arise.

63. Hence, plays (lit. composition) relating to many
characters produced in my house through graceful movement
‘of women, will add to your fame.’

(61) 'The fourth act of Kalidasa’s Vikram. deals with this
theme in a masterly fashion.
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Bharata grants this request and sends his sons to the earth.

64-67. ‘Let this be so’ said, I in reply to the king Nahusa,
and called my sons, and spoke to them as well as to gods the
conciliatory words [as follows:] ‘This king Nahusa begs us
with joined palms that you may go down for your own
good to the earth to produce drama there. Drama being
produced there, I shall make an end of your curse and you
will no longer be despised by Brahmins and kings. So go
down to the earth to produce drama there, [for] I shall not
be able to disregard the words of this earthly king.”

Kohala is the Successor of Bharata.

68-69. For us all and for the magnanimous Nahusa,
the Self-born One (Brahman) has said that success in drama
would depend on his authoritative instruction (aptopadsa).
The rest will be related by Kohala in his supplementary
treatise (uttara-tanira)' which also will treat [of more rules on]
the application [of dramatic art], the Memorial verses (karika)
and the etymologies (nirukta). .

70. For the purpose of diversion, this Sastra has been
established by me in heaven with the help of Apsarasas and
the sage Svati and Narada.”

Bharata’s sons come down to the carth,

71. Then, O Brahmins, they went down to the earth
in the house of Nahusa, and devised in due order the produc-
tion of various plays with the help of women.

72. Afterwards they my sons, begot progeny in women
of the earth and devised for themm more dramas (lit. creation)
on various themes.

(64:67) 1The implication of this mythical account is beautiful.
It seeks to impress on us the idea that dramatic performance
fiourished in heaven, and it is a gift of gods.

(68-66) 'In ancient Indian medical works we meet with
uttara-sthanas which are evidently later additions. See Samihitas
ascribed to Kasyapa and Su$ruta, Kohala’s work has reached us in
a very damaged ms. not yet published.
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73. On begetting sons and devising plays in due
order they were permitted to return again to heaven.

74. Thus through a curse the dramatic performance has
been brought down to the earth, and the successive genera-
tions of dramatic artistes (bharata) have come into being.

Kohala and his associates

75-716. Kohala' and others together with Vatsya®
andilya,” and Dhirtila’ (Dattila) stayed in this earth for some
time as mortals, and put into practice this Sastra which
augments the intellect of men, deals with the deeds of the
three worlds and is a specimen of all other Sstras.

Value of the Natyasastra

77-79. He who always hears the reading of that [§5.stra]
which is auspicious, sportful, originating from Brahman’s
mouth, very holy, pure, good, destructive of sins, and who
puts into practice and witnesses carefully the performance [of
a dramna], will attain the same blessed goal which masters
of Vedic knowledge' and performers of sacrifices or givers
of gifts will attain [in the end]. |

Value of the Dramatic Show

80. Of all duties of the king, this has been proclaimed
as possessing the best result (mahaphala). Of all kinds of
charities, allowing people to enjoy & dramatic show without
payment, has been praised most.

81. Gods are never so pleased on being worshipped
with scents and garlands as they aré delighted with the
performance of dramas.

(75-76)  See the introduction.

3ibid 3ibid bibid

(77-79) 'This passage probably shows that the theatrical art
was originally connected with the pre-Vedic religion. The autlu?r
.of the NS. tried here to give it a status similar to that of the Vedic
practices.

© (80) 'Some modern states also find it profitable to spend

money on dramatic arts.
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82. The man who properly attends the performance of
music (gandharva) and dramas will [after his death] attain the
happy and meritorious path in the company of Brahminic
sages.

The popular practice supplements dramatic rules.

83. Thus many practices sanctioned by Sastras have
been described in connection with the performance of dramas.
Whatever remains unmentioned should be included into
practice by experts from an observation (lit. imitative) of
people (i.e. their usage)."

THE FINAL BENEDICTION

What more should I say? Let the earth be full of
grains, and be free from diseases for all time. Let there be
peace for cows and Brahmins, and let the king protect thus
the entire earth.;

Here ends the Chapter XXX VI of the Natyasastra,
which treats of the Descent of
Drama on the Earth

(83) !'This shows that the author of the Sastra did not like to
see drama eternally tied to his prescriptions.

*This is the typical pattern of Bharata-vakyas met with in
available plays. The term ‘Bharata-vakya’ however does not occur
in the Natyasastra.
























