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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.
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“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.



xxvin 12-20] THE NATYASASTRA 4

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),
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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.
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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






