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PUBLISHER'S NOTE

This publication contains the three lectures delivered by Srj
K. S. Ramaswami Sastri at the Sri Venkateswara University on the
28th, 29th and 30th of September, 1962. I was put in charge of
editing and sceing tbe volume through the press. As I had
been abroad for one year, the proofs were mostly read by Dr.
V. Varadachari, Sri K. Bhaskara Rao and Sri N. Narasimhan Poti of
the Sanskrit Department

The University feels happy in bringing out this publication and
hopes that the book will he fou_nd useful_by general readers as well
as those who have special interest in Indian /Esthetics.

Trrupaty, E. R. SREEKRISHNA SARMA,
17th February, 1966. Professor of Sanskrit,



PREFACE

My aim in this volume is to explain, expand and expatiate upon
the Indian concept of Beauty and /Bsthetics and its manifestation
in the Fine Arts of India. The great Indian wmstheticians and meta-
physicians realized in their souls and taught in their words that the
human soul, like the universe, is an amse (part or aspect) of the eternal
immortal infinite bliss (@nanda) of the Divine Lord. Lord Sri Krgna
says in the Bhagavad-gitd that the inanimate universe consisting of
carth, water, fire, air, ether, mind or intellect and psychic self-con-
sciousness is his apard prakrti (lower manifestation) whereas the
individual soul is his higher manifestation (par@ prakrti) and that the
individual soul is a part or améa of Himself. My aim and desire in
this work is to experience and express the above-said divine teaching
(upadesa) and also express the following immortal ideology of the
great English poct John Keats in his poem Endymion :

“ A Thing of beauty is a joy for ever :
Its loveliness increases ; it will never
Pass into nothingness ; but still will keep
A bower quiet for us, and o sleep
Full of sweet dreams, and health, und quiet breathing.
Therefore, on every mbrrow, are we wreathing
) A flowery band to bind us to the earth *’.

MADRAS, 1
K. 8. RAMASWAMI SASTRI
10th February, 1966.
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INDIAN ASTHETICS

Lecture I
THE ESSENCE OF INDIAN ZESTHETICS

/ Zsthetics is the science of the expression in art of the seen heauty
of the universe. Thoe sense of the beautiful is inherent. in man. As
‘Wordsworth says ‘“ We live by admiration, hope and love ) (The
Ezcursion : 1. 1763). Even in primitive times, man delighted in
crude painting, poetry, music and dance. Unlike the animals and
Dbirds which are content with and engrossed in the search of food and
sex-life, man seeks to know and master the law of Nature. He has a
passion for the disinterested pursuit of Truth for its own sake. His
«emotion of love goues beyond the narrow bounds of sex-life and fomily
life and delights in widening its grounds till it includes the love of the
country, of the nation, of humanity and of God. We must, in the
Janguage of the great English poct Tennyson,

““ Move upward, working out the beast
And let the ape and tiger die .

(In Memorium : CXVIII)

In the language of Indian Philosophy, man has a passion to rise
:above tamoguna and rajogunc and to give free play to his sattraguna.
It is only then that the inner eye of the intuition opens and he is able
to seo the beauty of the universo in a spirit of detachment, delight and
wonderment. Then he desires to behold the unseen beauty of God and
hoar the music of the spheres.

“ Heard melodies are sweet but those unheard
Are sweeter ; therefore, ye soft pipes, play on ;
Not to the sensual ear but more endeared
Pipe to the spirit ditties of no tone .
(Ode to the Grecian Urn)
* The light that never was on seq or land,
The consecration and the poet’s dream *
(Elegiac Stanzas suggested by a Picture).
* The unscen Beauty which no cye can sea

And the unheard music which no ear can measure .
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“Thus the search for beauty is an innate and inherent passior
in every human being. “But only a few original creative artists have
tho genius for seeing visions of beauty and expressing them in one
fine art or anpther. But all othcr persons have a keen sense of litera-
ture and art and can appucxatc ‘the great artists. They are called in
Indian wmsthetics as rasikas or sakrdeyas (those who can appreciate
and enjoy the beautiful),, Alsthetics is elusive-because there-is,\a,
considerable subjective and intuitive ‘element in -esthetic valuation.
Rhythm, symmetry, harmony, proportion, beauty, grace, ctc., are not
mere external appearances but are external manifestations of inner
spiritual experiences. Beauty, Goodness and Truth are a Trinity
in Unity and a Unity in Trinity.~ It is this interlinkedness of external
and physical beauty with innate and spiritual beauty that is the soul
of wsthetics both in the West and the East, but its expression is more
sweeb and perfect in Indian Asthetics than elsewhere. Vi

Professor’ Kmnht Says :

“In the carlier times, the cause of beauty slumbered, as 1t
did in India, and amongst the Aryan races generally. It is perhaps
the more remarkable that it should not have awakened earlior in
doing when we remember that almost all the distinctive types of
philosophical thought had sprung up, that a monistic as well

"as a dualistic conception of the world prevailed alongside of the
populur thesis and nature-worship.. But there is scarcely a trace
of feeling for the beautiful in Brahmanical or Buddhist writingg .

The Philosophy of the Beautiful: II, pp. 16, 17.
Vincent Smith says that the inhabitants of India ]nve always b(,g.n
“ singularly rlndlﬁurcnt to msthetic merit and little quuhﬁcd to distin-

guish between good and b: ad art . Nay, even Professor Max Mucller,
who was & 'profound student of the Vedas, has remarked. “ The idea
of the Beautiful in Nature did not exist in the Hindu mind. It is the
same with their descriptions of human beauty. They described what
they saw ; they pralsed certain features, but the Beautiful as such did

not exist for t;hem Th(‘y never excelled in sculpture or Pamtmg

They did not mmd giving a good ever 8o many arms to indicate omni-
potenee . . .7, It would be quite impossible to reuder tohalan in
Sanskrit.  Sobhuna means bright ; pefale, variegated ; ramapiya, plea-

sunt. The Leauty of poetry is expressed by madhuri, the sweet things :
the beauty of nature by $obkd, splendour. Of course there is goddess
of heauty, Sri and Lakshini. but they are both late; and they represent
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happiness rather than simple beauty. Even this mcagte evidence
may be used as showing what is essential for the development of the
concept of the Beautiful. But it is strange nevertheless, that a peoplo:
so fond of the highest abstractions as.the Hindus, should never have
summarized then perceptions of the Beautiful ™.

1 can only say that it is strange that such keen and well-informed
interpreters of Indian culture should not have realized that Indian
westhetics has had a history of threec millennia and more like Indian
metaphysics, and that India reached the world’s summit not only in
metaphysical concepts but also in ®sthetic concepts. Remantye and
r@maniyake, cdru and cadrul@, sundare and soundarya oxpress the
concept of beauty as well as the Greck word tokalun, if not better. The
phrase satyam $ivam sundaram expresses the essence of the concept
of the unity of truth, goodness and beauty. India realized God as
sat-cid-ananda (Being, Consciousncss and Bliss) and showed truth,
goodness and beauty as aspects of spiritual bliss (@Gnanda). A famous
verse in the Lalitopdkhyina gives us the key-idea which links Indian
Asthetics.

IS o a8 Tifas gaaresay |
AEE FRAAfE & g qifcas g
(Let us bow to the good God Siva whose limbs are the universe, voice

is all speech and whose decorativo ornaments are the moon and the
stars.)

Even in Art, man began by imitating Naturc and ended by trans-
cending Nature. e began with the imitation of Nature, passed on
to the decoration of the scen and finally asconded to the creative vision
of the unseen. While Greece delighted in the beauty of the scen and
perfected the arts of architccture, sculpture, painting, poetry, drama
and dance in a spirit of imitation of N ature, India straincd every nerve
to behold the unseen and presont it in Art. In Groece, Plato urged
that our love of what is externally beautiful is due to our Art’s search
for absolute and archetypal beauty. Plotinus carried Plato’s ideas
even further. But Aristotle held Art to be an imitation of Nature
though the ®sthetic notion is pure, disinterested and universal. In
medioval and modorn Western art, wo find attempts by artists and
mstheticians to pass beyond the seen. Goethe says, '* Beauty is
inexpressible ; it is a hovering. fleeting, and glittering shadow, whosc
outlines clude the grasp of definition . * Art is called art, simply
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‘because it is not Nature . Schelling says that Art conducts us from
the vestibule of reality into the innermost shrine and revcals the
transcendental to our vision. sAccording to him, Art is its own autho-
rity and is original and creative. Hegel says that Beauty is the revela-
tion of the mind through the sensuous forms. Art i the divine super-
structure built on the groundwork and basement of Nature. Art
does not merely imitate reality. It idealizes, transfigures and
divinizes reality. /

It is neither possible nor necessary in this brief discourse to go in
detail into the views of other artists and writers on Art. I may,
however, refer to a few of them. The Frenchman Prere Andre says
that there are three kinds of beauty : divine besuty, natural beauty
and artificial beauty, Diderot says that Art cannot always imitate
Nature because Nature is always changing and that art suggests more
than it can express. A. C. Quaxtremere De Quincey remarks that
beauty is only a tangible form of the true and the good. According
to Levegue, beauty is something invisible beyond Nature. He says:
** The whole world is the work of an absolute Beauty which is only
the cause of things by the love it puts into them .

Italy is famous for its excellenco in painting. Leonardo Davinei
says that “ that drawing is best which best expresses the passion
that animates the figure ”’. Michael Angelo states: “ Beauty is the
purgation of superfluities”. According to Bellori, Nature never
realizes perfect beauty because of the imperfections of its material
and that hence artists scek to realize the idea * which is the goddess
of Painting and Sculpture ./ Pagaro declares that Art consists in
uniting the beautios dispersed in Nature. Tosamini observes that we
discern beauty in the world of the real and seck to transcend it in the
realm of the ideal. To Croce, Art is independent of Science and the
useful and the moral.s

In England, Bacon states: “ That is the best part of beauty
which o picture cannot express; no, nor the firat sight of the eye
He says also: *“ In Art, we have ‘ the show of things submitted to the
desire of the mind ”’, and * Art pleases by exhibiting an ideal more
graceful to the mind than the things themselves afford’’. Berkeley
says that all minds have the ideas of order and harmony and proportion.
Sir Joshua Reynolds remarks: “ Poerfoct Beauty, in my opinion,
must combine all the characters which are beautiful in the species ™.

7 According to Coleridge, ** Beauty is harmony and results from the
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‘pre-established harmony between Nature and Man’/ Carlyle says:
“ In all the works of art, we discern Eternity looking through Time,
the God-like rendered visible ”, ““ All art is the disimprisoned soul of
Fact” and * The Fine Arts divorcing themselves from Truth are
quite certain to fall mad, if they do not die . Ruskin stresses the
‘vitally inter-connected character of arf, othics and social life. To
him beauty is spiritual and typifies the attributes of God. He says
well : * Life without industry is sin, and industry without art is bruta-
lity ». J. A. Lymond observes : * There is a beauty which is never
found in Nature but which requires a working of human thought to
elicit it from Nature ”. E. Burne Jomes, the great painter says:
““ It is the messa’gg, the burden of a picture that makes its real value ™.
The great painter Turner states : ““ The values are entirely spiritual ! >

In America, Emerson says: * Truth and Goodness and Beauty
are but different facets of the same All ” and “ The sensual man con-
forms thoughts to things ; the poet conforms things to his thoughts .
‘George Santayana remarks: ‘‘ The artist being a born lover of the
.good, a natural breeder of perfections, clings to his insight. He has
moulded existenco into the likeness of thought and lost himself in
that ideal achicvement which, so to speak, beckons all things into
being . /G. 8. Morris says: ‘“ Art is not representation of something
‘seen but the representation of something which we would like to see,
which is akin to our nature, towards which our truest being strives ”.
According to Professor Dewey, wmsthetic feeling excludes the fecling
-of ownership as well as utility and is characterized by harmony and
-creativeness./

Art secks to express its intuitions by adequate symbols. For
instance, the straight line symbolizes infinity, the curve beauty and the
circle the finite. Further, Art delights in imitating Nature but finds
-a greater delight in adding to Nature. Architecture, sculpture and
painting deal with space, whereas poetry and music deal with time.
In architecture, art seeks to express its soaring aspiration in soaring
spires and domes. In sculpture, it seeks to express its creative vision
-of unseen beauty. In painting, it adds wonderful colour-creations. In
poetry, it seeks to express its visions of the ideal. 7 In music, which
is the most subjective of the arts, man frees himself from tyranny of
nature. Man alone has creative melody. The medium of music is the
wonderful human voice which is adequately responsive to his inner
-creativeness.  Thus music is the most subjective of all the fine arts
-and all arts appeal to the universal and divine element in man. /
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It scems to me that Indian Aisthetics contains all these ideas and
transcends them. Swami Vivekananda points out how in India, a
vast and wonderful country protected by the Himalayas, which form
the highest mountain in the world and is surrounded by the ocean
on the other three sides, man beheld the universe with awe and wonder
and sought in intense moods of introspection the Invisible, Infinite,
Eternal and Absolute Beauty of which tbe visible, finite, fleeting and
changing and relative beauty of tho universe is only an imperfect
manifestation.

In the Bhagavadgutd (XII. 8), there is a significant concept.
Sri Krsna tells Arjuna, he cannot see the infinite beauty of God with
his limited human vision and that He will bestow on him the vision
and faculty divine with which alone man can behold God.

The poets, artists, sages, seers and saints have this divine cosmic
vision and create works of art and give us prophetic visions of the
glory of God. In the Purusa-siikia which is an exalted poem as well
as religious scripture, tho poet-saint says: “* I know the Great Being
who shines beyond all darkness ”’.* The Vedic seers realized that the
source of creation was God as Bliss (Gnanda or sat-cid-anande)®.

/The wsthetic concept of rasa corresponds to the spiritusl concept
of @nanda just as the reflection (pratibimba) corresponds to the original.
Just as the white light is broken up by a2 prism into seven beautiful
variegated colours, the spiritual @nenda shines refracted as nine rasas-
in the human mind. The word rasa also is equated to @nanda.> Rasa
is the msthetic perception of the beautiful. Bsthetic joy is disinter-
ested and is supmrial (alaukika) and is thus higher than sensual
pleasure, Tt is hence said to be cognate to brakmananda (divine bliss)
The Sanskrit word for beauty is soundarya or ramaniyatd (attraction) ot
caruta (loveliness) as already stated above. It is called azhagu in
Tamil. The great Sanskrit poet Magha says that the beautiful is what
charms us in ever-now ways moment after moment.* Kalidisa says
in his great drama Sakuntale that in our enjoyment of art there is
also the element of reminiscence due to our experiment of beauty in
other births. All finite beauty is but an aspect of the Infinite and
Absolute beauty of God, The poets and artists are creators of loveliness.

1. Purusasikia cf. TA. III, 12.7.

2, TU. IIL. e.

3. bid, I1. 7.

4. SV.IV. 17.
56..AS.V.2.
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-and give us creations rivalling and surpassing the loveliness of Nature.®
Mammata says that the speech of tho poem creates a world which is
not fettered by the laws of Destiny, which is of the very essence of joy,
which is self-oxistent and not dependent on any thing-else and which
brings into cxistence a creation shining with the nine rasas.”

It is also aptly snid that while scripture commands like & king
(prabhu-sammita) and the Purdnas advise like a friend (sulyt-sammita),
Art charms us like a youthful, loving and . beloved wife (kanta-
sammita).® A

The suprome msthetician Bharata analyses the rasa concept
very clearly in his great and original work Natya-$astra. The workson
rhetorics in Sanskrit are innumerable and show a remarkable evolu-
tion. I shall show later on how the rase school was followed by the
alaikara school dealing with the figures of speech, the 7ts school
which deals with style, the vakrokts school which deals with the in-
dircet elogant exprossion of mood, the dhweni school which deals
with literary suggestiveness and the cucitya school which deals with
what is fitting and appropriate in expression.

A BRIEF HISTORY OF INDIAN ASTHETICS

Nandikeévara is generally referred to as the progenitor and patron-
god of Indian esthetics, just as Haniimin and Narada are said to
be the progenitors and patron-gods of Indion music. Rajaéekhara’s
Kavya-mimamsa® makes Siva Himsolf the founder and teacher of

wsthetics. Kibyapa and Vararuci are said to have left works on
@sthetics which are not extant now.

The oarliest treatise on ssthetics now available is Bharata’s
Natye-édstra.  Kalidisa refers to Bharata in his Vikramorvadiya'®.
He says that Bharata referred to eight rasas. The number of rasas
becamo nine afterwards by including éania-rasa. Later on, bhakti-rasa
was added as ujjvala-rasa by Riipa Gosvimin. Later on preyas (friend-
ship) and vaisalye (love for the young) were included. Kailidasa
belonged to the first century B.C. as shown by me in my two volumes
on him pubhshcd by Sri Vani Vilas Press, Srirangam. Bharata wea

6. (‘f Dh. p. 498, Chowkhamba edition.
7. KP.1.1.

8. PR. 1.8,

9. KM. 1.

10. V. IL.18.
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anterior to him and probably belonged to the third century B.C..
It was he, that elaborated the concept of rase. According to him,
there are eight rasas : émigara (love), hasya (comic), karuna, (pathos),
raudra (fury), vira (heroism), bhayanaka (terror), bibhatsa (disgust) and
adbluta (the marvellous). The sth@yi-bhdve (dominant emotion), after
having been stimulated and made enjoyable by wvibhavas (principal
stimulating causes), anubkdvas (external manifestations), sdltivika-
bhavas (prominent physical effects), and saiicari-bhavas called also
vyabhicari-bhavas (ever-changing minor collateral feelings), hecomes
rasa3!  Vibhdvas are either alambana-vibhaves (principal exciting
causes) or uddipana-vibhdvas (accessory exciting causes). Thus rase
means wsthetic enjoyability. Bharata’s aphoristic statement!? sums.
up the above exposition in what is called rase-sitra.

Bhatti probably belonged to the 5th century a.n. The tenth
canto of his kdvya dealing with the R@amdyana story is called the Pra-
sannakinda and contains illustrations of thirty-eight alasikaras (figures.
of specch).

Bhimaha is the next great figure in esthetics and rhetoric. In
his Kavyalankara, he elaborates fully the theory of the alarikiras
(figures of speech). Dandin, the author of Kavyddarsa, belonged to the
same epoch. The next great figure is Udbhata, the author of the
Alankara-sara-samgraha. He flourished about 800 a.p. In his work,
he dealt with forty-one figures of speech. Pratiharenduraja has
written a commentary on it.

Vimana’s Kavyalaskara-sutres and his Vytti are of great value.
He affirmed that riti (stylo) is the soul of poetry.»® He belonged to the
8th century a.D.

Rudrata, who wrote the Kavyalaiikdra, belonged to the 9th century
A.D. Rudrabhatta, the author of Srigdre-tilake, prohably belonged
to the 10th century A.p.

Anandavardhana’s Dhvanyaloka (9th century) is the master-
picce of e@sthetics and rhetoric. This work is divided into three parts,
namely, kdrikas (brief statements), vriti (expositions) and illustrations.
Abhinavagupta (10th century) wrote a commentary called Locana on
the work.

11. DRR.1V.1.
12, ¢f. NS. VI.
13. KS.1.2.6.
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Rijagekhara wrote the Hdvya-mimamsé and Mululabhatta the
Abkidha-vrttimatrka. Bhatta Tauta’s Kavya-keulukd and Bhatta
Nayaka's Hrdaya-darpena have not yet been recovered. The former
held the view that $anta-rase was the most important of the rasas
as it led to mokga (spiritual liberation). Dhanafijaya’s famous work

‘Da$a-rapaka deals with Indian dramaturgy. Kuntaka who wrote the:

Vakrokti-jivite held the view that vakrokti (charming turn of expression)
is the soul of poetry. All these authors flourished round about 10th
century A.D.

Rojinaka Mahima Bhatta’s Vyakti-viveka, Bhoja’s Sarasvati-
kapthdbharana and Spigara-prakase and Ksemendra's Aucitya-vicara-
carcd and Kavikantabharana belonged to the 11th century A.p. Mahima
Bhatta attacked the concept of dhvani (suggested sense) and held
that it is only an inference from the expressed meaning. Ksemendra
held that aucitye (appropriatencss) is the essence of poctry.

Mammata, who was a native of Kashmir and belongod to the latter
half of the 11th century A.p., is the author of the great work Kavya-
prakdsa. Ruyyaka, the author of the Alankara-sarvasva belonged
to the middle of the 12th century a.p. He wrote the Kavya-prakada-
sariketa, a commentary on Mammata's work, Alankara-manjari, a
commentary on the Vyakti-viveka, Ndataka-mimamsa, Sahrdaya-
mimamsa and Alankdra-varttika.

Hemacandra and Vagbhata are well-known Jain writers on @sthe-
tics. Hemacandra lived from 1088 a.p. to 1177 A.D. and wrote Kavya-
nufdsana with Adlankara-cidamani. Tho latter belonged to the 12th
contury and wrote Vagbhatdlasnkdra. Tho works are compilations in
the main. Amaracandra's Kavitaé-rakasye and Dovedvara’s Aavi-
kalpalatd belonged to the 13th century. Bhinudatta’s Resa-tarasi-
yint and Vidyadhara's Ekdwal: belonged to the same century. Malli-
nitha wrote a commentary on the EkGuali. Jayadeva’s famous
Candraloka belonged to the same century. On it, the great polymath
Appayya Diksita wrote a famous commentary called Kuvalayananda.
Citra-mumanmsa and Vréti-varttika are also his works. In the Kuwalaya-
nanda, ho discussed 124 figures of specch, which is the largest number
discussed in any work on poetics. Vi§vanatha's Sahitys-darpana
discussed also dramaturgy in great detail. He also wrote Kdvya-
prakésa-darpana, which is a commentary on Mammata’s work.

Vagbhata's Kavyanudasana and ity commentoary Alankdra-tilaka
writtcn by himself belonged to the 14th century. Of the same era, is
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Vidyanatha’s Prataparudra-yasobkigana. In this, all the illustrative
verses glorify the Kikatiya king Pratiparudra. Mallinitha’s son
Kumarasvimin wrote on it a commentary called Ratndpana in the
15th century. .

The last great work on @sthetics is Jagannitha’s Rasa-garigadhara,
In his Citramimamsd-khandana, he attacked Appayya Diksita’s Citra-
mim@ms@. Appayya Diksita’s nephew Nilakantha Diksita- defended
the Citramimamsa in his Citramimamsa-dose-dhikkiara.

Other works on poctics are Kavya-pradipa of Govinda, Bhive-
prakisanam of Saradatanaya, Rasdrnava-sudhakara of Singabhiipala,
Nataka-candrika and Ujjvala-nilamani of Ripa Gosavamin ; dlankira-
Kausiubha of Kavi Karnaptra; Kavyaecandrika of Kavicandra;
Alankara-Kauwmudi of Vallabha Bhatta, Alaslkiara-sekhara of KeSava
Miéra, and Kavya-darpana of Rajacidimani Diksita. Acyutaraya’s
Sahitya-sara belonged to 1831 A.D.

P. V. Kane’s oxcellent edition of Sakitya-darpana gives a list of
872 works on ®sthetics. Most of these are not now extant. I found
in the Saraswati Mahal, Tanjore, some other works on esthetics and
also some works on erotics. The Tamil work Dandialenigaram is
based on Dandin’s Sanskrit work.

The various schools of msthetics in India show how Indien msth.
etics, like the Indian metaphysics, has had a continuous evolution for
many millennia. I can do no more than refer to them here, because
it ie an intricate subject and I have discussed them elaborately in my
-other works, Indian Asthetics published by the Sri Vani Vilas Press,
Srirangam, and The Indian Concept of the Beautiful. In the former
work, I said :

“ The later development of ®sthetic doctrine was in the direction
of rasa and dhveni. This was ineviteble, In Indian msthetics as
in Indian metaphysics the progression was towards the innmermost
love of being. 1t reached the doctrine of rase in the former and the
doctrine of @tman in the latter, The later history of exposition of the
doctrine of rase and dhvans and of the working out of the nature of
wsthetic beauty from within outwards ”. (p. 84), Further, “ To the
concept of rasa, the dheant school gave an added grace by the concept
of dhvani. Tlie real charm of poetry is the clement of suggestion
which enriches the 7ase element. The ®sthetic clements of alarilara,
guna, rase and dhveni combine to make kinetic our potential vdsana
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{improssions) of beauty and emotional realization ; and the resultant
cnergy of wmsthetic enjoyment is the rasa-@svade or rasa enjoyment

. Such esthetic delight is different from the delight of the
senses in which there is the clement of sclfishness of impulse and short-
age of duration. It is more akin to spiritual bliss but it is less intense
and less immortal than the @nande (bliss) of the soul.

Thus dhveni is tho wyargyartha or the suggested sonso. The
msthotio mood (rasa) rose from an ornament of speech and the soul
(rasa) was afterwards found to be ensouled by an Oversoul (dhvans).
Dhwani may further be vastu-dhvani (a suggested thought), or alasikara-
dhvani (a suggested grace of cxpression) or rasu-dhvant (a suggested
ssthetic and emotional mood). The last is the highest of all. The
gz)gzas and alankdras are the angas (limbs) of the suggested rase . .

The dhvani school says that gunas heighten rase and alankaras em-
bellish rase (:bid., pp.86—90).

Theso various views were given out and cmbellished {rom time to
time. Viamanal¥ says: Ritirdtma kavyasya (Style is the soul of poetry).
Vi§vanathal® says: Vakyem rasatmakam kavyam (Poetry is speech
cnsouled by rasa). Anandavardhana!® says: Kavyasye Gtma dhvani
{suggestionisthe soul of poetry). Jagannathal? says: Ramepiyartha-
pratipadakal abdal kavyam (Poetry is words conveying beautiful
sense). These pithy aphoristic sayings give us the truth of art visua-
lized from different angles of perfection and are not mutually exclu-
sive or contradictory. But the summit idecas among them all are the
pratibhd (the creative originality of poetic imagination) and rase-dhvans
(suggested sweetness of poetio emotion).

“ If I may venture to suggest a principle of co-ordination of views
-on these vital points of Asthetics, I may say that raga is the soul of the
goodness of Art; ryangya or dhwant is her lifo ; gunas are her mental
-qualities ; $abddrtha are her body ; erth@lankdres are her natural orna-
ments such as brilliance of complexion, beauty of tresses, beauty of
forehead and eyes, dimpled chin, rose-red bloom of lips, lissom figure
-and charm of gait are natural graces of womanhood and $eld@lunilares
are her beauty of dress and decoration. Any attempt to exalt any
-one of the clements at the expense or tu the exclusion of others
14. K8, 1.26.
15. SD. L19.

16, Dh, 1.1.
17. RG. p. 6.

-
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cannot but stultify itself. The above analysis is but a many-sided
and multifaceted presentation of unity, because the personality of the
Goddess of Poetry is a divine unity in a divine variety ”. (ibd., pp. 97,
98).

I have already shown how in the case of a poet the most important
trait is not learning (vyutpaitz) or practice but pratibha (originality and
creative imagination). Pratibhd is defined as innate (naisargik3) in
Dandin’s Kdvyadarsa.® It is the mental power which is capable of
the ever-new forms of visualization and presentation.

ST AaTE Fagaiedr Sfaar war )

A well-lnown Sanskrit verse says that in the infinite cosmos of poetry,
the creator is the poet. The universe is as it appears to him.!?

IR Freagar Ffadh: Tt
garel A=a food @@= af@aa o
The poet converts by the creative power of imagination the ordi-

nary terrestrial power of real vision (lokadharmi) into the super-ter-
restrial power of idealistic-like vision (natyadharma). ’

The aspects referrod to above are excellently combined in a famous.
verse in Bhoja’s Sarasvati-kantha-bharana :

wifrd #fa: g Aifa fifg 7 fa=fa o (L 2)

(The poet who creates poetry which is frce from wsthetic defects and
full of fino smsthetic merits and which is full of rasa will get fame and
satisfaction).

I may refer also to two words, namcly,—sahipya and sehrdaya
or rasika. Sahitya is not only the co-ordination of word and sense®
but also the companionship of the soul of man and the soul of postry.
A sahydaya or a rasike (art enjoyer) is the emotionally inseparable
friend and companion of a kavi (poct). It is worth remembering also
that Mammata says in his Kavyaprakdsa that the upadesa of art is like
the upadeda of beloved (charming graceful and irresistable).

FEAEFATTATRAGS (I. 2)

T 8. KD. 1, 103.
19. Dh. ILL p. 498,
20. 5. 1. 16



13

He says also that it destroys all inauspiciousness.

IHERRG LD (ibid.)
I may mention also that Art is said to give all the aims of the human
life at one and the same timo.

IFATHSAT: (SD, L)

71 may mention in conclusion that Indian mstheticians regard
the drama as the finest and greatest form of poetry. Aristotle consi-
ders the tragedy as the highest form of poetry. The drama has a
visual appeal in addition to an auditory and emotional appeal. A
drama is called a dréya-kdvya. But we must not forget that it is the
beauty of the poetry in a drama that constitutes its greatest charm.
Of course, the charm is heightened by appropriate acting, scenic effects,
etc. In the words of Abhinavagupta, it is the enjoyment of rase
(rasa-a@svada) that gives wmsthetic joy and while we have it in poetry
we have in drama the summit of rasa-realization including all its
vlements with the addition of the powerful element of visual appeal, asin
the words of the great English poct *‘ things secen are mightier than
things heard ’. The greatest of the classical poets of India. Kalidasa
sums up thus the universal glory of the fine art of dance-drama.

RATATTREATAART A FIt g, A&
WRURHIFAATaRL @y faww fer |
SIUATEART SFAE ARE T
ey fraescaE agaTAS FHIRMEAT 1Y
- (Malavikagnimitra, I, 4.)
(The sages regard it as the eye-pleasing worship dear to the Gods ;
(iod Siva as ardhanarisvarae has shown its dual aspect in his own form.

In it we see life based on the three gunas and full of the nine rasas ;
and it pleases men who have diverse tastes.) /

" 2l. SD.1



INDIAN MUSIC
Lecture 11
THE ESSENCE OF INDIAN MUSIC

‘We can understand and enjoy the essence of Indian music and
dance best if we understand the essence of the Indian fino arts as a
whole and of Indian msthetics.  Art is the manifestation and expres-
sion of beauty and Zsthetics is the science of artistic self-cxpression.
InIndia, art has always been an ally and illuminator of religion. Sangita
(music) was regarded as a charming and casy path of yog¢ (union with
God). Yajiiavallya says :

AUTETERaTas: AfASAfERRE: |
ATSARTIARA WTAN @ T=aifd 1 (YS, 1IL. 4. 115)

(e who knows the truth about vir@-play and the scicnco of érutis,
jati and tale (rhythm) treads an casy path of salvation.)

Another fact which shows the same truth is the statement about
the four Upa-vedas (accessory scriptures) namely, Dhanur-veda (the
science of archery), Ayur-veda (the science of medicine), Gandharva-
Vede (the science of music), and Arthd-§astra (the scisnce of political
economy). Some hold the Vastu-§@stra (the science of architecture)
as the fourth Upa-veda in the place of Artha-sastra. The significance of
this ideology is that we must protect the state and make it wealthy so
as to make the people live a life of health and joy. Only tben will
religion malke for happiness hore and boyond.

The Hindu gods and goddesses are inseparn.bly connected with the
fine arts. Goddess Sarasvati is described as playing on the ving
with two hands and having a book and a rosary in tho other two hands.
Nateraja (an aspect of God Siva) is the deity of dance. Daksinimirti
plays on the ving.

Sri Rama is deseribed by Valmiki as & supreme musician.
TFaF T T A6 A AW | (VR, IL. 35)

So vas also Flanfiman. Sri Krsna is the supreme divine' flute-player.

Tic not only danced the rdsa dance but also danced on tho head of

the serpent Kiliya. The Bhagavata®® describes Narada as singing and
22, Bh. I, 6. 38, 39.
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also playing on the vin@, the song intensifying his devotion and devo-
tion intensifying his song. '

The bhakti movement spread all over India from the time of the
Vedasand especially in the period of the Itihasas, Puranas and Agamas.
In the medieval India it grew very powerful. It is a strange fact that
in India external rule went along with and was counterbalanced, nay,
overruled, by inner [reedom, power and happiness. In South India,
especially in Tamil Nad, tho Saiva and Vaisnava mystics took the
new manifestation of spiritunl force to supreme heights. The same
tidal wave swept over Western India and Northern-India as well.
The Musical Trinity of South India, Tyagarija, Muthusvami Diksita
and Syima Sastrin lifted Indian music to sweet and sublimo spiritual
heights. So did Tukdrim and Mira Bai, Caitanya and others, in
Westorn and Northern India. Their music expressed itself in diverse
forms such as abhangas, krtis, kirtanas, tarargas, padas, etc. The so-
called Hindustani music is not in essence different from the so-called
Carnatic music, though they differ in form. Carnatic music does not
mean that it is a product of Karnataka but means merely the southern
svyle of music whicl is loyal to the essence of Indian music. Similarly
Bharata-ndtye of Tamil Nad is more in accord with Bharata’s Natya-
$astra than the other styles of Indian dance. In Hindustani music,
ay in the North Indian dances, thero was the Persian influence at work.
Amir Khusru invented the sitar for such music, while South India
kept up tho vind@. In North Indian musie, each 7iga has a presiding
god and each rd@gi»i has a presiding goddess. The divinity presiding
over each r@ga is minutely described in regard to its form, function and
power. It is said also that oach tune has its appropriate timo of the
day and season of the year for expression. Each rdga is a melody-
mould and has its ascending and descending notes and its jive-svure
(Iife-note).

It is noteworthy that Indian music and dance influenced not only
South-East Asia and especially the island of Bali, hut also the world
to the west of India. The Grecks themselves attributed much of their
music to India. (Sce strabo, X. 111). Their music rescmbled the
Indian music in the realization of the relation of music to emotion
and of the interrelation of art, morality and religion. They also
know, like Indians, the curative and therapeutic power of musio but the
Indians knew botter about the spiritual value of music. Their musio
divides the octave into twenty-four equal intervals while Indian
music is based on twenty-two intervals.
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Indian music clagsifies the units of sound as vadi (sonant), sashadi
(consonant), visamvadi (dissonant) and anuvddi (assomant). A
well-known Sanskrit verse says that éruti is the mother and laye is
the father of music. The ancient name for a musical mode is mar-
chand. XKaliddsa refers to it in his famous drama Malavikagnimitra.

frg tfagafeameaneadear
qgQ weafa geear qHifa (I. 20

The ancient grama-mirchand-jati system was in vogue at first. Later
the concept of varied 7d@ges became dominant. It led later on to
raga-alipana and manodkarma-sangile in which musician’s originality
of mind and creative exposition of a 7d@ga had full play.

India has investigated also the interrelations of rdga (tune) and
rase (cmotion). In the West, Collins’ famous poem on The Passions
brings out the same fact. (The English Poets, Edited by Ward,
Volume III. page 289). But what is important is to know the emotional
value, in addition to the total value of each note. Some persons
think that there is no such value and that each r3gs can be used for
manifesting any emotion by mere variation of tempo in song. Others
urge that there is such a value and that the r@ga, Mukhari, is parti-
cularly fitted to express the emotion of griof, sorrow and melancholy.
Probably much depends on the intuition of the artists and their success-
ful expression of emotions by particular tunes. We sec the same
truth in poetry also. Kalidasa expressed Rati’s emotion of grief in
the Viyogini metre in his epic poem Kumara-sambhava. After reading
those verses, wo realize that that metre is the most appropriatoe vehicle
for such emotion. Kalidasa appropriately uses, in his poem Megha-
sunde$a, the Mandakranta metre (the name itself suggests slow move-
ment) to express the moods of longing, reverie and melancholy. In his
Natya-astra, Bharato throws light on svaras, rdgas and rasas. The
matter has to be fully investigated by musical experts hereafter.

Indian music differs from Western music in some vital respects.
Indian music is horizontal and delights in successive notes while Western
nusic is vertical and delights in simultaneous notes. The Indian
musician is ahsorbed in the dada gamakas (ten grace-notes), raga-dlapana
(musical improvisation of tuncs) and (@le (time-measures). The
essence of a 7@ga deponds on its jiva-svara (vital life-centre note),
its mirchand (melodie frame-work) and its saficiras (characteristio
note-combinations). The rdge-Glapana gives the widest scope for the
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improvisation of melody. The Indians used not only tones and semi-
tones but also quarter tones. Rev. H. A. Popley says : “ The strange
and fuscinating graces or gemaka bave a great deal to do with the
haunting beauty of Indian music . (The Music of India. Chapter
VI, page 85, lines 1—3). Mrs. Mann obscrves: “ I am told that
all Indian music is melancholy. How can I convey to you the spirit
whicli is sad without pain 2 That is the delicious melancholy of Indian
music. Cen a lover be joyful away from his beloved ? Can a musician
sing joyfully, really joyfully, while he wanders on the earth 2 Would
it not be sorrow if he forgot his exile ? Is not the remembrance of the
face of his beloved more dear, though fraught with the pain of separu-
tion 2’ Dr. A. K. Coomaraswamy remarks equally well : “ Its sorrow
is without tears, its joy without exaltation. and it is passionate without
loss of serenity ™.

North Indian or Hindustani music and South Indian or Carnatic
music are both Indian in essence and are alike in the vital aspects
though, apparently, diverse in form. The latter flourished in South
India where Muslim conquest did not extend and has been fully loyal
to the classical Indian traditions, whereas the former felt the influence
«of Persian and Arabic music. It is natural that each should be loyal
to its traditions and ideals. The similar differences are found between
the South Indian Bharata-ndtye and the North Indian styles of dance.
In Hindustani music, drupdd is sung in slow tempo whereas khyal is
light and quick in movement. The drupid required the use of three
uctaves and there is an old saying to the effact that only a man who
has got the strength of five buflaloes can sing the drupad. The voice-
production is carefully attended to inthe Hindustani music, wheroas
‘Carnatic music and especially the music of its supreme masters excel
in svara-singing, gamakas and saigatis. Tumri, tappe and ghazal
are other North Indian musical forms and styles.

Modern South Indian music begins with Purandara Das, the
famous Karnataka composer. It is said that he composed 4,75,000
krtis (songs). He was a great devotec of God Vitthala of Pandurpur
and his devotion to God is as wonderful as his mastery of music.

The devotional life-centre of Indian music is seen with its full
beauty and power in Sri Tyagaraja’s songs which exhibit the perfection
of beauty, art and devotion. He says na@dopasane (worship of God
manifested as sound) is the easiost and most pleasurable path to
beatitude. His songs ndda-sudhd-rasa (the ambrosial flavour of music),
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molkgamu galadd (is not mokse open to the path of music ?), svarardga-
sudh@-rasa (the ambrosial flavour of svare and raga), $obhillu sapiu-
svaramu (the shining seven svares or notes), etc., show that we can
rise to the realization of Osnkara-nada and the duda-nddus (ten divine
sounds) culminating in the vind-ndda (the sound of the »ind) and the
vepu-ndda (the sound of the flute) and thus attain theinfinite and divine
bliss of liberation and spiritual realization. ZTyagar@je’s sublime
devotion to Sri Rama shines in every one of his songs. He refers in
onc of his songs to ramukathd-sudhirasa-pana’ (drinking the sweet
nectar of Rama-kathid) and says that the ocean of the bliss of Rama-
katha includes and transcends the essence of §r1igara-rase (human love).
His devotion to Sri Rama ascends to the heights of madhurya-bhava
and prema-bhakti from the lower steps of $anta, dasya, sakhya and
vitsalya. The other two members of the musical. trinity of South
India are supreme composers and have given us wonderfully
melodious songs. Ksetrajia is said to have composed more than
4,000 padas.

‘We can now easily understand why the Indians have a religious
‘passion for the fine arts and especially for music and dance and why
the fine arts have rcligion as their very heart and centre. Miss Anne
0. Wilson says: “ The people of India are an essentially musical
race . . . ., The Indian has the most subtle ear for tune and an
acuteness of musical learning . The celebrated Western violinist
Yehudi Manubin says: ¢ The natural sensitivity of people combined
with their deep musical understanding makes them an ideal concert
audience . . . The reaction of the Indian audience is quite different
from that of British or a Continontal audience. 1 felt that the people
who came to hear me in India were sharing a common emotion. Al-
though many could have had little experience of western music, it
seemed they had an instinctive appreciation of our musical values »'.
As for the Indian musician, Mrs, Mann says, that Lo seems to concent-
rate upon his very inmost =lf in the exerciso of his art. His oyes
cluse often in prayerful cestacy. -

THE EVOLUTION OF INDIAN MUSIC

Indian music had its origin many millennia ago and has bad a
continuous evolution. Though it has changed in the courso ol the
ages in its manifoldness of loveliness and its charm of subtlety and
subtlety of charm, it has maintained its spiritual appeal. Althougl
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there are differences in form and variety between North Indian music-
and Carpatic music, yet they arc at one in their beauty and spirituality
as also in their stress on grace- -notes and on subtle variations of musical’

form (sangatis).

In the Vedic period musical sounds were described as Arasva
(short), dirgha (long) and pluta (intermediate); aenudatte (low pitch),.
udaita (high pitch) and svarite (modium pitch). The Sama-veda
registers a further advance and mentions three musical scales. Vidya-
ranya says that women also can accompany Sama-gana. Lventually
the scale of seven notes came in. The Vara@ha Upanigad®® refers to
sangite, tile and laya. The artists fused them with the voice sthdy:
(registers) namely, anudatic or mandra and uddtta or ldra. liven in
the Rgvedic®® times, percussion, wind and string instruments were
known. Tho R&-pratidakhya® refers to three octaves and seven notes..
The Yajur-veda®® refers to vina, venu, ctc.

Music had a further ¢volution in the c¢pic age. In the Ramdayana
we hear about-the pramanas (tempos), vilamba (slow), madhyama
(medium) and druta (fast) ; seven jatis, tantri, laye, rasa, cte. It
refers in the Bale-kanda,*® to gandharva-tative (the science of musio),.
miurchand, sthana, svaras, gita, madhurya, gana, gayaka, geya and so on..
In the Uttara-kEdnda,?® where Valmiki takes, to Ayodhyd, Kusa and
Lava to whom he had taught the Rdmdyana, we hear about tantri,
laya, gita, nrtya, tala, etc. It is said that the boys Kuéa and Lava
sang, to the accompaniment of instruments, twenty cantos of the
Poem overy day. - Later on in the epic age, the Mahabharata®® refers
to the seven svaras and tha gandhira-grama. The experts in musical
theory and practice rose to the conc;;pt of grawmas (sadja-grama with
the basic note sa; sarsabha-grama with the basic note i, etc.), which
correspond to the jatis stated in the Rémayana.

The Bhdgavata Purdana gives us the history of the divine saint
and singer (devargi) whose music exalted his devotion and whose
devotion exalted his music, and who swectens and gladdens the human:
life full of pain and grief.

23. VU. II. 82.

24. RV. VI. 47, 29 & 30.

25. RP. XIII. 42, 44, 46.

20. TA. 1. 11.

27. VR. Bala-kinda 1V-10.

28. bid. Uttara-kanda Canto 94.
20. MBH. Sablha IV, 44-45.
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g [iydatsd 7 ffag argoaa: |
TAT qrATAE 47 WAAL SO ) (L. 6. 39)

Hanumin was a great singer of the glory of God. So was Nandike§vara
and Kafyapa. The latter is referred to in the Hrdayasigama®® a com-
mentary on Dandin’s Kavyadarsa.

The Markandeya Purana® refers to seven jatis and seven jatis.
The Vayu Purana® refers to gadja, madhyama and gandhare gramas,
and forty-nine marchands. Other Puranas and Agamas also contain
gimilar references. The Vayu Purdna refers to seven svaras, three
gramas, twenty-one murchands and forty-nine tanas. The Vignu-
dharmottara® refers to gita (vocal music) and vddye (instrumental
music). Its third part contains an elaborate treatise on poetics, drama-
turgy, music and dance. It refers to svaras, three gramas, rdgas, nine
rasas and svaras for each rase, three layas, ten jatis, vadi, samvads,
and anuvadi, and atodya.

Later yet Bharata, the great master of the science and art of
music, dance and drama, gives an elaborate exposition of them. He
discusses what rasas are evoked by particular notes. He refers to
gadja and madhyama jatis (gramas) each with twenty-two notes and
also to sware, §ruti and mirchand. Chapters 28 to 37 of his Nétya-
ddstra contains a systematic exposition of music.

Indian music had further and higher evolution in the period of
Bhoja’s Srigdra-prakase and Sarasvati-kapthabharana and of Sarhga-
deva’s Sanguta-ratngkare. While oarlicr works deal with music,
drama and dance together, later works deal with them separately.
In the Sungita-ratndkara, raga system is evolved and there is a reference
to thirty-five rdgas. Later yet, we sec the concept of janaka-rdgas
(parental tunes) and upe-rdgas (minor derivative tunes). Then came
the rdga-ragini-parivare scheme (masculine tunes, feminine tunes and
oft-spring derivative tuncs). The Hindustani music is based on this
differentiation and classification. Professor P. Sambamoorthi points
out that the terms Hindustani musie and Carnatic music occur for the
first time in Haripala’s Sasigita-sudhakara (14th century A.D.). Then
Rama-matya brought, in his Svara-mele-kalanidki, twenty rdgas into

30. Hydayamgama on KD, I. 2.
31. MP. 23-61. .

32. VP, Ch. 86. 36 to 69.
33. VD, III. Ch. 18 & 20.
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‘twenty-nine main scales (melas). Some timo later in the period of
Veikatamakhin's Catur-dandi-prakasika, we find a richer evolution
based on the éruti of twenty-two notes and twenty-seven melakartas
((basic tunes) and the janya-ragas (derivative tunes). The Carnatic
system of music is based on this scheme. Innumerable expounders
of the theory and art of music continued this tradition and several
royal patrons encouraged them.

The modern Indian languages show a high excellence in music
.and in the interlinkedness of music and devotion. The ancient
‘Tamil classic Pari-padal®® refers to seven pélais (musical modes). The
great Tamil epic Silappadikiram® is a rich mine of ideas in regard to
Indian music and resembles Bharata’s Ndagya-§astra. The Yazh
was the most famous of Tamil musical instruments. It was similar
‘to the barp and looked like a drawn bow (jy@). It was of four varieties,
-namely, the Peri-yazh with twenty-one strings, the Makara-yazh with
seventeen strings, the Sakafa-ydzh with sixteen strings and the
Sengoftu-yazh with seven strings. The so-called ydzh with 1,000 stringe
was probably legendary. The dkenanaru®® of the Sangam age refers
to an elephant which came to destroy the crops but stood entranced
‘by the song in Kuruiji-pan by a girl who was watching the crops.
"The Peruth-kathai®? says that Udayanan’s yazh-music fascinated an
.elephant. The Silappadikiram refers to yazh, ving, flute and drum.
It refers also to the seven notes of the octave and various rdgas called
pans such as Kolli, Kurufiji, Tekkedi, ctc. The Tevdram and Praban-
-dham songs were composed by the Saiva and Vajsnava mystical
saints and singers in the old paass which are now given Sanskrit
‘names. The Tamil Jain lexicon Dit@karam®® refors to twenty-two
$rutis and two kinds of tunes, namely, those containing all the seven
notes (pans) and those containing less and to twenty-nine puns
(rdgas). There are also Tamil folksong types such as Cindu, Kummi,
Temmangu, cte.

In Kerala, we find such names as Indira, Indalam, Padi, Puranira,

-etc. We find there the sopana style of singing in which a slow and
majestic style of songs is found fitted for the expression of the sentiment
-of devotion. In the Andhra, Karnataka, Maharashtra, Gurjara,

34. PP. p. 64.

35. SA. Arangotrukkathai 12 to 25.

36. AN. 102. :

37. PK. T1-9-57 to 59.

.38. D. p. 240.
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Puu]abl Bengali and Orisse styles of music, we find special peculiarities.
and exccllences. In all the modern Indian languages, we find a
preponderance of devotional songs.

Vocal music naturally preccded . instrumental music. We have
in India a wonderful variety of musieal instruments. The Vedas
refer to such instruments of percussion, as dundubhi, bhiimidundubhs,
audumbara, vanaspati and dgehati, stringed instruments like karkars
and vane (a Jute which is said to have 100 strings), and wind instruments
like tunava and nadi. The Rg-veda refers to mrdaniga, ving, vamsi,
damaru, etc. The Ramayana and the Mahabhdrata refor to bher:
dundubhi, mrdanga, dindima, $ankha, anaka, gomukha, etc. Bharata’s
Natya-$astra refers to tata (stringed instruments), avanaddha (pcrcussmn
instruments) like the drum, etc., ghana liko the cymbals, and susira
(wind instruments). He says that vocal music (gita) should go together
and whirl like a lighted torch (aldtacakra) and that sasigilc means
such a combination. His opinion is that since the voice of women is
naturally sweeter than that of men, women should take to vocnl music
and men to instrumental musie.

In future India, there will be no royal patrons of the fino arts,
India has achieved indopendence and has become a Republic. The
fine arts will hereafter be thrown especially on public patronage and
also on State patronage. The music sabhd@s all-round all over the
country will chanpel the patronage of the public. The Central Union
Government in India has established the Sahitya Academy, Sangita
Nataka Academy and Lalita Kala Academy at the all-India level.
Each State has got also its Seagita-nataka-sanigham. All theso instite-
tions and their functionerics and the public must bring about a conti-
nuous progress in our fino arts. We must preserve the graces and
glories of our fine arts unimpaired and make them rise to new heights.
of achievement. We must preserve and augment their spiritual:
appeal. We are specially proud of our wonderful music which is full of,

“ Soft Indian airs carried to immortal verse,
Such as the meeting soul may piorce,
In notes with many a winding bout
Of linked sweetness long drawn out,
With wanton need and giddy cunning
The melting voice through mazes running
Unwinding all the chains that tie
The hidden soul of harmony "’

and which can,

““ Dissolve us into ecstacies

And bring all Heaven before our eyes ””



INDIAN DANCE
Lecture IIf
THE ESSENCE OF INDIAN DANCE

All over the world wo have crude folk-dance as well as classical
and romantic forms of dance. We have them in India also. We
find the figures of dancing women in the ruins of Harappa and Mohenjo
Daro. The subtleties of human emotion cannot be interpreted ade-
quately by the folk arts, but can be done only by the classical arts.
Bharata-natya excels in footwork and symbolic gestures and movements
.of other parts of the human body, especially of face and eyes, which
interpret, convey and enkindle emotion. In ballet dances, we find
intricato and attractive physical rthythms but not wmsthetic and spiritual
themes and emotions. Western dances appeal to the senses, whereas
Indian ,innces appoal mainly to the spirit. The Indian artists and
westheticians realized the inter-blending of esthetic emotional expres-
sions, musical improvisations, rhythmic time-measures and spiritual
experiences as the soul of the arts of music and dance. Bharata says
in his Natya-$astra :

@ MG T ane o Ay T fafaarsag
FoTafad g Areaatain u (XXVIIL. 7)

(Thus vocal and instrumental music and diversified dance should
bo mado by the dance-exhibitors to whirl round like a lightened torch.)
Vocal music, instrumental music and danco in harmonious combination
is called sangita -

T A qAT T A GG | (SR, L 21)

Aniong the demigods and demigoddesscs, the gandharvas are the supreme
singers and tho ¢psaras maidens are tho supreme dancers. Among
the divine sages, Narada and Tumburu are the supreme vocalists and
instrumentalists. Kings and princes learnt especially poesy and music
and were patrons of all the arts. There is 2 legend that the kiug
Vikramiaditya was invited by Indra to heaven to divide a moot question
of art Between Rambha and Urvasi and that he gave his decision in
fuvour of the latter’s view. The traditional sixty-four arts (catul-sagts
Lalas) comprise of all the arts including industrial as well asth e fine arts.
We must take it that the number sixty-four is illustrative and not
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exhaustive, because as civilization advances, new fine arts, new indus-
trial arts and new instruments of artistic expression will be, and are:
being added, while some of the older forms and instruments have
fallen into disuse.

It is often said that the word bkarata means bha-+ra-ta which
stand for bkave (emotion), 7@ga (tune) and tzla (time-measure).

WEHTA W Geh: IR T I |

T QT Fad Wd f&ag:
This idea is found also in the ancient Tamil work on dance Bharata-send-
patiyam. It may be that this was only an ingenious way of analysing
and explaining the syllables constituting the name bharata, just as

in the Sakuntals the name of Bharata, Sakuntald’s son, is derived by
Kalidasa from blarana (protection)

W A S WO (VIL. 33)

The above idea has gained currency in Tamil Nad also. Vedianta
Desika refers to it in his drama Sasikalpa-siryodays and in his
Hastigiri-mahatmyem. In the latter, it is said.

waravedlGo uTeuapy, aTiEGw grasw, &rdHlw
STrapth UT Q) Jrs STRSGET WGSS urs FTedvSrs Ser
Ly Gu LeiTemyth @) ub HSpLs umh&Ker Gy ib.
The Tiruvilaiyadal-puranam states the same idea.

uruCGr@® gres grer LY beper mib

usi G P wpempulei LTS
It is thus clear that from very early times, the Indian artists realized
the inter-fusion of esthetic and emotional expressions, musical improvi-
sations and rhythmic time-measures as the soul of the art of dance.

ORIGIN AND GROWTH OF INDIAN DANCE

The fine arts in India wero inspired by religion and had their
origin in the Vedas. This fact is expressly stated in Bharata’s Natya-
$astra and Nandike§vara’s Abkinaya-darpana. In the Bhagavadygila,
Sri Krsna says that ho is the Sama-veda among the Vedas. The
Sama-vede is the scripture in which the musical element of chanting
is the all-important and pivotal aspect. Gandharva-vede including the
Nagya-veda is one of the four Upa-vedas (subsidiary Vedes). DBharata
says in his Natya-édstra that God Brahmia took the dialogue-elemment
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from the Rg-veda, gesture-clement from the Yajur-veds, music--
clement from the Sdma-veda and the emotional element (rasa) from:
Atharva-veda, fused them to creato the art of ndtye as the fifth
Veda and taught it to Bharata and his one hundred sons. A4bhinaya-
darpana of Nandikeévara contains a similar description. This is the
reason why the art of dance is called Natya-veda.

The ancient dances and dramas took Vedic and Puri@ipic stories
and dialogues as their themes. Many of these are full of vital, @sthetic,
moral and spiritual ideas and ideals. Even today such themes as
the story of Indra and the Devas in the Kena Upanigad, the story of”
Naciketas in the Kathe Upanisad, the story of Janasruti and Raikva,
of Svetaketu, of Brahma, Virocana and Indra in the Chandogya
Upanisad, the stories of Yajnavalkya in the Brhadaranyaka Upanisad,
the innumerable stories in our epics and Purdnas, the later stories in
our pocms and plays, etc., form a rich storehouse of themes for
dances and dramas.

Gestures, music and emotion (rase) are the vital elements in
dance and the dialogues in the drama.

Art and Religion form the highest peaks of the nation’s life..
Sociology, economics and politics are no doubt summits of its outer life.
But while the sub-human creation is content with the outer life and
especially the imperious urges of food and sex, man has a still more
imperious urge to go within and beyond and explore the realms of
the unseen and the unheard. This basic human urge was felt and
expressed ecarliest by the human personality in India. The Rg-veda.
refors to singers and dancers. In the Indiun pantheon, gods and
goddesses are described as devoted to onc or other of the fine arts.
Goddess Sarasvatl is the divinity of poetry and music and shows by
her holding the book, the vinad and the rosary in hands that know-
ledge, art and devotion form a unity in trinity and trinity in unity.
God Siva as Natardja {king of dancers) and Goddess Uma arc the
divinitics of dance. God Daksinamirti (an aspect of God Siva) and
Goddess Syamalg (an aspect of Goddess Uma) play on the vina. Sri
Krsna is the god of the music of the flute and of r@salila (congregational
dance). Sr1 Rama is described in Valmiki’s Ramdyana as a supreme
expert in and cxponent of the art of music.

The dance classics and dance traditions of India havo had a
course of their own in accordance with the genius of Indian culture.
In other countries, the art of dance has heen developed in accordance
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-with the genius of the cultures and comeliness of person and smoothness
.and rhythm of the moverents of his body were prized highly. In
‘modern Ballet dance in the West, we find many now and intricate
physical rhythms. But such dances are wanting in msthetic thomes and
emotions and are disassociated from religion. Mr. Arnold Haskall says
well : “ The difference between dance and acrobatics lies not so much
in technique as in a state of mind ”’. It is in India that dance has
been clevated to the level of emotional self-cxpression and the status
of a spiritual art. We find the figure of dancing women in the ruins
of Harappa and Mohenjo Daro. In the Rg-veda,®® Ugas (the Goddess
-of Dawn) is described as being clad in a gay garment like a dancer.
The dances of Siva, Kali, Krsna, Ganefa and the cclestial Apsaras
maidens are described in Indian literature. T have already shown how
Bharata describes the propriety of a prayerful attitude while construe-
ting the dance-hall and while dancing there. In Indian temples,
nrite and ndtye are o portion of the elaborate ritual worship. It is
no doubt true that as the worship was public, devadasis were given
the role of dancing in worship. But in tho p#ja rooms in houses and
places, family women offered nrit¢ as a ritual or as a pastime as in
‘the case of Jayadeva’s wife Padmavati and queen Mira Baj of Rajasthan
who danced during worship and princess Uttard and Malavika who
-danced to show the mastery of the art.

MAIN WORKS ON NATYA

Having explained already the true inwardness of Western and
Indian Art in general, it will be an easy transition to probe and explain
the true inwardncss of the Indian ert of dance in the light of the
-classical treatises on the subject.

I, therefore, now propose to dwell in some detail on three great
masterpieces in the realm of ssthetics which are also the three supreme
authorities ubout Bharata-natyam namely Bharata’s Natye-$astra,
Nandike§vara’s Bharatarpave and  Abhinaya-darpanay// Tho oldest
Indian work, nay, the oldest work in the world on the subject, is
Bharata’s Ndtya-$astra as stated already. It deals not only with
dancing but alto with musie, poctics, drama, acting and stage craft.
It consists of thirty-six chapters and 6,000 verses. Bharata is
referred to with great respect as Bharata Muni by Kalidasa in bhis
famous play Vikramorvaéiya. o/

39. RV. IIL.81. ¢
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NI ST HTHT: NG | (IL. 18)
Abhinavagupta’s commentary on it is a luminous exposition. He
calls the work as Bharata-siitras and the author as satrakara.

/In Bharata’s work there occurs a famous story about the art of
natya or dance. God Indra and other gods, who had been entrusted
by the creator with various cosmic functions, told him that they
desired the joys of the much needed spirit of creative play in the realms
of vision and audition/

AT g oo T g WA ) (%S, L 1))

Thereupon the creator created the art of dance 8s comprising the
cssence of all the scriptures and as embodying all the fine arts.

<« L L] Qﬁ <« l
AT TFE AT 1| (ibid, I. 15)

/ Bharata says that Brahma taught him anatye with the following
objectives in his view.,

Art is not merely a pastime (vinoda), but should illumine the aims
of life, should be 2 source of instruction and illumination, should
soften the ills and griefs of life, should intensify the pleasuresand joys of
life, should exhibit the panorama of life, should teach what is auspicious
for human life, should be a refuge from the storms and miseries of
existence and should point the way to the highest life./ (NS, I. 75-86.)

The second chapter of the Natye-éastra deals with the shapes
of the theatre or preksi-grka, (squate, rectangular and triangular)
including the green room, the stage and the auditorium. Chapter 11T
deals with the 7aigapiija or the ceremonial worshipat the time of laying
the foundation for the theatre and ot tho time of opening it. Chapter
IV describes 108 karanas (poses) in ndtyn and thirty-two angahdras
(combinations of two or more Earamas) and four secakas (physical
movements of feet, lips, hands and neck). The 108 karapas are
sculptured in the castern and western gopurams of the temple of
Natargja at Chidambaram with appropriate verses from Bharata’s
work (verses 26 to 263).

Chapter V deals with the preliminaries such as musie, cte., prece-
ding dance and drama. / Chapters V1 and VIL deal with tho most

important subject of natya, bhavas and rases. I shall deal with these
3
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presently. Bharata mentions only eight razsas and does not admit:
$anta ag rasa.y But at the end of his commentary on Chapter VI,
Abhinavagupta accepts it as a rasa. Chapters VIII to XIV deal
with @igikabhinaya (physical gestures). Chapter VIII deals with
the movements of eyes, eye-brows, nose, lips and neck. Chapter IX
deals with finger-poses (hast@bhinaya). Chapter X deals with the
body movements ($arirabhinaya), including breasts, sides, hips, thighs
and legs. Chapter XI to XIV deal with cd@ris (movements with one
foot), karanas (movements with both fect), khandas or combinations
of karapas and mandalas or combinations of khandas, etc. Chapters
XV to XXII proceed to deal with v@kyabhinaya (exprossion of emotion

by words). Chapters XV and XVI deal with poetic metres, ete.
Chapter XVII deals with alasikdras or figures of speech and with,
beauties (gunas) and faults (dogas) of style. Chapter XVIII deals.
with all-India Sanskrit language and the regional languages.# Chapter
XIX describes the musical notes (svaras) and states what svaras mani--
fest particular rasas (verses 38 and 39). Other connected topics are

also dealt with., Chapters XX and XXI' deal with the details of”
dramaturgy, Chapter XXII with style (vrtfi), the next chapter with

ahdryabhinaya (costume and decoration) and chapter XXIV with

sattvikabhinaye (natural physical manifestations in men and women.
under the stress of dominant emotions). The latter deals also with

the eight manifestations due to the pressure of kama or love emotion

and the eight types of leroine (asta-ndyikds). The next chapter

classifies the lovers of lLioth sexes, and the messengers of love (ddtis),

ctc. Chapter XXVI daals with miscellancous abhinayas, like those

descriptive of the soasons,-tho infinite and infinitely diverse human

emotions, ete. Tho theme for the next chapter is the verbal and

physical expressions of cmotions (siddhis).7 Chapters XXVIII to.
XXXIII deal with the vocal and instrumental musie, time-measurcs/
ctc. Chapter XXXI1V doscriboes types of men and women, etc., while

the next one describes the varieties of dramatic characters. Chapter

XXXVI sums up the lincago and the glory of the art and says that

the art will purify and intensily the mind since it contains the essence

of all the éastras, it will also destroy sin and make us virtuous (NS,

XXXVI, 7, 8).

Nundikeévara’s Bharalarnava

'I'he Bharat@rpava, atiributed to Nandiked$vara and edited by the
well-known  scholar Sri K. Vasudeva Sastri, has been recently
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published by the Saraswati Mahal Library of Tanjore. The original
treatise is said to consist of 4,000 verses but this edition contains only
1,200 verses. Some scholars hold that the Abkinaya-darpana is an
abridgement of the Bharatarpave, while othersregarditasanindependent
work. Itisnodoubt true thatin the classification of hastas, padabhedas
and sth@nakas, the BharatGrpuva is more elaborate than the 4bkinaya-
darpapa and has much in common with Bharata’s Natya-Sastra. But
we cannot infer much from that fact. It may be that after composing
tho big standard work Bharat@rpava and dealing with the entire ambit
of eesthetics, the author wrote a small hand-book or simplified manual
by way of abridgement of the bigger work, to expound abhinaya.
In the Abhiraya-darpana, there is a story that Indra became jealous
of the daitya dancer Natana$ckhara and asked Nandike§vara’s help
and that Nandike$vara gave him an abridgment of Bharatdrnave
in the form of the A4bkinaya-darpane. The very name Bharat@rnave
shows that its author must have been posterior to Bharata Muni,
the author of the Natya-$astra. Kalidasa refers to Bharata as has
heen already mentioned, but does not refer to Nandike$vara’s work
as anterior to his time and attributed to the God Nandikedvara
who was an attendant on God Siva, the deity of Kalidasa’s devotion
and worship. Thus the Bharat@rnava and Abkinaya-derpance of
Nandikeévara are post-Kalidasa works. It is also notoworthy that
in the enumeration of the ten aevatdras (incarnations) of God Visnu,
the name of the Buddha is not found in the Abkinaya-darpunc. Some
Puranas (Matsya and Bhdgavata) incledo him, while Jayadeva’s Gita-
govinda places him between Krspa and Kalkin, Wo may thus assign
Nandike§vara to the third century A.p. It may boe that the name
Nandike$vara is an assumed name as Nandin is tho inseparable
attendant and follower of God Siva as Natargja, who is the suprome
prosiding deity of the Art of Dance.

While Bharata’s Natya-§astra says that nrite or pure dance is
not related to the exposition of 7ase, but is only anembellishment of the
natya, the Bharat@rpaza relates it to rasa. Bharata’s work refers to 108
kavanas and their combinations known as asigaharas, each aigalhdra
boing only a portion of a dance sequence. But the Bharatarpava
says that each asigahdra, while being a blend of karanas, is a complete
itern of danco and evokes a particular rasa.

In the Blarat@rnave, Chapters 1 to IV deal with hand gestures
and movements of the head, eyes and feet, Chapters I to IIT refer
to twenty-seven asashyuta (single-hand) gestures, sixteen sashyula
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(double hands) gestures, 226 nrita-hastas (gesturcs for use in pure
dance). In regard to the "asamyuta gestures, this work and the
Abkinaya-darpana agree substantially, the latter work referring to
twenty-eight asamyuta gestures. In regard to the sumyute gestures,
the Abhinaya-darpana refers to twenty-three while the Bharatarnava
refers to only sixteen. Of these, only soven have common
names and only six have identical description. In regard to
nrtta-hastas, the Abhinaya-darpana classifies them into five kinds,
namely, upwards, downwards, to the right, to the left and in front,
and refers to the correlation between finger-gesturc and footwork,
while the classification in the Bharatarnave is ditferent.

Chapter IV deals with movements of the head, the eyes (drstis)
and the feet. Bharatarnava refers to ninetcen moveiuents of the
head, whereas Abhinaya-darpana refers only to nine movements.
The former work mentions thirty-six movements of the cyes, namely,
eight movements relating to the cight rasas, eight relating to the cight
sthayi-bhavas, and twenty relating to the zyabhicari-bhacas. Move-
ments of the feet are classified as five, seven and twenty-two,

Chapters V and VI deal with thirty-one sth@nakas or standing
poses, namely, six masculine, seven feminine and cighteen common
poses. Bharata refers to six masculine and three feminine poses and
does not mention common poses. The Sangita-ratndkara refers to the
standing poses as thirteen mdrga and twenty-two deéi poses. Out of
tho thirteen marga poses, six are masculine and seven feminine.

Chapter VII deals with 108 tilas. Thus the $ollukaftus in use
in the Bharata-ndtya in Tamil Nad have an ancient origin. Chapter
VIII deals with edris or movements of limbs below the hip. It refers
to nine @kdda-ciris and sixteen bhii-caris, i.e., movements on the
ground. Bharata refers to sixteen movements off the ground and
sixtecn on the ground. The Sangita-raindkara refers also to d. i
(provincial or local) caris.

Chapters IX to XIV deal with various types of pure dance namely,
angah@ra as a combination of eight, nine or ten kerunas, cach karene
being a combination of poses and movements of tho bands, feet, head
and eyes. The keranas are 108 in number. Bharata refers to thirty-two
angahdras. In the Bharatarpave, an ungahdra is not a combination of
karanas but is a type of dance, evocatory of a rase. For srigara-rase,
theré is the lalita-angahara ; for vira, there is the vikrama-argahara ;
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for karuna, the kdrunika-angahdra ; for adbhuta, the vicitra-angahdra,
and so on.

Chapters XI and XII deal with nine varieties of §rige-natye. A
$ritga-natya is a combination of two cdris and two sthanakas with an
angahdre. Chapter XIII deuls with sapta-lasyam, the tdlas appro-
priate to the five (dndava varicties of dedi-natya and their appropriate
gatis, karanas, cdris, talas, ete. Of the seven dances, two are called
tandava and were danced by Sive and five are l@sye danced by Parvati.

The Bharatérnava-sasigraha and Adi-bharata, which deal with this
topic, are available in the Sarasvati Mahal Library, Tanjore.

Nandikesvara’s Abkinaya-darpana

This well-known work consists of 324 verses. An edition of it
was brought out by the famous scholar and msthetician Ananda K.
Coomaraswami in 1917. He published a second edition in 1956.
Manmohan Ghosh’s edition appeared in 1957. In the introduction
to his edition, Mr. Ghosh scems to hold the view that the word preksa
as used by Kautilya (4th century B.C.) and the words dréya-kavya,
riapaka and nataka show that the Hindu plays were danced, and that
in them rhythm and lyrical elements preponderate and there is little
of realism or action. It seems to me that this is a fanciful view as the
root nat implies pantomime or mimicking or mimesis as well as dancing
and the word nafe means both an actor and a dancer. The plays of
Bhasa, Kalidasa, Sudraka, Bhavabhiiti and other great dramatists
contain dynamic dramatic action and do not contain any stage-direc-
tions about dencing excopt when danseuses like Malavika give dance
performances. A play, like a dance wecital, evokes rase but their
modes and techniques are as the poles apart. The expression nata-
.sitras is found in Papini (IV, 3, 110). They are ascribed to Silalin
and Kréaéva. Panini belonged to the sixth century B. C. Bhasa's
plays (3rd century B.C.) refer to words like cari. In Hala's Saptadats;
we find the words nata and pirea-rasiga. The word natdcdrya occurs
in the dvad@na-Sataka of 3rd century B.C. The word abliraya means
to bring near, <.e., bring a situation near to the mind of the spectators.
This may be by action in the case of the actor or by dance in the case
of a dancer. The word is found frequently in the Harivaméa (3rd
or 2nd century B.C.). In dance, d@igika, vacika, aharya and sattvika
clements are needed. But they are necded also in dramas in other
forms for bringing out intensities of feeling, and these must go with
action and speech quite apart from dance. It is thus clear that the
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Hinda mind attained a clear, well-defined and well-domarcated differen-
tiation as between religion and art, and as among poetry, drama,
music and dance. ‘The mudrdgs in Tantric rituals involve symbolic
gestures in their own way. Evenin dance, it is differentiated as between
thythmic footwork cum movements of the upper livelier.limbs (nrita)
dance embellished by gesture interpretative of emotion (n7tya) cum
abhinaya, and dance of which the interpretation of ovolution is the
soul and-which is embellished by rhythmic movements and gestures
cum abhinaya.

I AATHE TH T4 ASHATHAY | (DR, L. 9)

The essence of the originality of the Hindu mind consists in its very
early realization, 2000 years ago, that abkinaya in its four-fold forms
is diverse but one, and that all these aspects are branches stemming
{from the trunk of bhdva-rasa-diwani, which is fed by the root of dnenda
(joy in creation and creativeness). The Hindu mind realized also
that gite (vocul music) and v@dye (instrumental music), especially the
music of v7nd, venu and mydaniga, and nreye (dance) are inseparable
and are a unity in trinity and trinity in unity. In combination, they
are called saigita or tauryatrike. The affinities of poetry, music and
dance as also the affinities of natye (dance), natya-natela {(dance-
drama) and naleke or ripake (pure drama) arc also realized. In
spite of the differentiation between the ritual, folk and classical dances,
there exist the basic inward elective affinitics among them. Thus
«bhinaya (bodily movements and finger gesturcs) go with gita, wriya
and ndfake in diverse woys, and the outlines of cach should not be
blended with and blurred by the outlines of others. In poetry, the
words expressing emotion by suggestion predominate, in music, the
tune and in dance, the footwork cum abkinaye. In drama, the words,
their emotional expression as well as looks and gestures relieved of
the domination of rhythm, are equally important, India evolved also
the unique art forms of Puranic recitation, karikatha and gosthi-bhajana
{congregational devotional music) in which words and emotional
expositions, music, gesture and dance are interblended in different
proportions and with differentiated emphasis.

It is with such a background that we must approach, study and
evaluate Abhineya-darpepe which treats of &igikabhinays, i.e.,
footwork, poses, looks and gestures, ctc. These gestures and poses
(abhinaya oand mudrd) arose naturally but became surcharged with
symbolism.
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The Abhinaya-darpana treats of various kinds of gestuves and
Footwork after treating about the divine origin and significance of
dance. It says that Siva, Sambhu, Gauri, Brahma, Madhava, Nandikes-
vara, Dattila, Kohala, Ygjiiavalkya, Niarada, Haniiman, Vighnaraja,
Subrahmanya, Brhaspati, Ravana, Arjuna and Usd taught nalye
to others. Brahma taught the Natya-veda to Bharata whe performed
artta, nrtye and natye with the aid of Gendharvas (celestial singers)
and Apsaresas (celestial dancing maids) before God Siva. Siva had
Bharata trained in Tapdepe by Tandu the chief of his bhiitas or ganas
and in ldsya by his spouse Parvati who had taught it to Ban@sura’s
daughter Usa. The latter in her turn taught it to the gopss (milk-
maids) of Dvaraka. The ladies of Saurashtra got this from
them and taught it to the womon of other countries. The natye
«can give us all the purug@rthas or aims of life (dharma, artha, kiame,
and moksa), fame and majesty, auspiciousness, lcarnin'g and skill;
bestow on us benevolence, steadfastness, courage and wsthetic joy,
Temove sorrow, affliction, misery, depression and despondency. It
can give a bliss higher than the divine (brekmiananda). Else, how could
it fascinate the minds and hearts of persons like Narada ?

AT T E = T TAETY |

ARegagato faome = FTT
gaTfaHIaRfa=a TR |

afT sgraTiaarfeE T |

S ArEEHT faarfa Fem=rar i (AD, 9-11)

Nandikeévara clearly demarcates nrga, urtya, natya and ndfake as
stated above.

AL TARSE 49 4 [EFAEAT |
T g et |
THNAEL=SI{GGTh TAMATEY 1L (AD, 15-16)

(Natye and natake have a traditional story as the theme, nrita
has no bhave or abhinaya. Nrtya expresses rasa and bhdva.)

The work deseribes also the traits of the porson who presides
(sabhdpati), his adviser (mantrin) and the audience, (AD, 19), the rasige
{dance auditorium), the danseuse having two men with cymbals (tilas)
on the right and two men with drums (myrdasigas) on the left, and a
singer betweon the latter, the $rutikara (drone) being close by. Such
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should be the piirvarasige. The danseuse should then perform nriya:
and singing accompanied by ablinaya full of bhdre and tala (rhythmic
time-measure).

A Marfmae SEaegd Waq | (ibid. 35)
Tho ablinaya consists of @igika (by limbs), vdcika (by specch, e.g.,
poetry and drama, etc.), @hdrye (costume and jewels), and sattvika

(i.e., performed by sdttvika-bhavas (emotions) as experienced and
represented by the knowers of bhdvas). (ibid. AD, 39, 40)

The work then describes in detail @rigika-abhinaya, i.e., the move-
ments of arngas, pratyangas and uparngas.

Angas : Head, hands, chest, sides (flanks), hip and feet. Some
include the neck also.

Pratyangas : Shoulders, arms, back, belly, thighs and legs. Some
add wrists, elbows, knees and neck.

Upangas : Eyes, eyebrows, eyeballs, cheeks, nose, jaw, lips,
teeth, tongue, chin and face. Some add shoulders. There are also
heels, ankles, toes and fingers.

The dynamism of dance depends on the movements of asigas,
pratyangas and upangas.

TG ToATRT FAFUTFAIRT |
q&T grq%a" (AD, 48-49)
The work describes the following kinds of gesture :
(1) Nine gestures of the head ;
(2) eight glances of the eyes and six movements of the eye-
brows ;
(8) four gestures of the neck ;
(4) twenty-cight gestures by one hand (asarhyuta) and
four more ;
(5) twenty-threelgestures by both hands (sashyuta) ;
(6) gestures to indicate gods;
(7) gestures to indicate the ten incarnations of God Visnu ;
(8) gestures to indicate the castes ;

(9) gestures to indicate the various relations (father, mother
and others).
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(10) thirteen nrtta-hastas, and
(11) gestures to indicate the nine grakas (planets).

For all these, viniyogas (occasions and applications) are also
described.

The work then-deals with the various poses, postures, gaits, eto.,
depending on the feet.
(1) ten mandalas or standing postures ;
(2) six sthanakas or resting postures ;
(3) five utplavanas or leaping movements ;
(4) seven bhramaris or circular movements and
(5) eighteen kinds of cdris and gatis (gaits).

The work says alse that mandalas, utplavanas, bhramaris, cdris
and gatts are ‘innumerable and diverse (verses 322 to 324). They
have to be learnt from compctent teacher. The dbhkinaya-darpana
docs not refor to the word Aarapa. It is a very clear, concisc and
valuable work on the art of dance.

Sangita-ratnakara of Sarngadeva is a valuablo treatise not only
on music but also on dance. Being much later than the works of"
Bharata and Nandikeévara, it 1s more detailed and elaborate. It
gives an elaborate description of l@sy@ngas and of the movements of
the head, eyes, eyelids and cyeballs, of the lips, fingers and
the nrita-hastas. I may also vefer to Haripala Deva’s Sangita-sudkakara.
Sarngita-makaranda was written by Veda Siiri in 1640 a.D. for instrue-
ting Sambhu, the brother of Sivaji, in tha art of dance. It describes
in detail (1) cdris (movements of the legs upto the hip), (2) mandalas
(combinations of cdrZs), (3) recakas (movements of the feet, hip, hands
and neck), (4) hasta-karanas, karavartanas and calakas, (5) karanas
(simultaneous movements of hands and legs) and (6) angaharas (combi-
nations of karamas). A kurepa is a harmonious co-ordination of
clearly defined movements of hands and feet. The adavus in use
today in the Bhavata-naty« in South India are but fragments of the
innumerable reczkas, karanus, cte., described in Bharata’s Natya-§astra.

The Rasamadjare is a manual giving instruction in regard to
dance poses, gestures and movements and explaining the significance
of the symbolism connccted therewith. In works of the type, there
are claborate classifications of heroes (ndyakas) and heroines (ndyikds).
These classifications are overdone and have but little emotional appeal
in our days. Men are classified as anukila (devoted husband), deksing
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‘(loving many women), dhrste (roving lover often admonished) and
-$atha (treacherous libertine). The books refer also to wvifas (helpors
in love) and vidisakas (jesters). The women are classified as sviy@
-(wife), parakiy@ (unmarried or another’s wife) and s@manya (courtezan).
They are also classified as mugdha (young), madhya (adolescent) and
pragalbha (matron). The parakiya is subdivided as guptd (concealing
love affairs), vidagdhd (clever and skillful), laksita (reokless), kulata
(passionate and roving), anusayana (fond of assignation) and muditd
(full of recollected happiness). Women are further classified as prosita-
bharirkd (whose husband is abroad), kkandit@ (disregarded), kalahanta-
rit@ (disdainful and then penitent), vipralebdhd (missing her lover
at the place of assignation), utk@ (cager), vasakasajja (getting ready to
meet the lover), svadhina-bhartrkd (with an affectionate and obedient
husband) and «bhisarika (going to her lover’s abode). A further
classification is into utfama (the best who returns good for evil), madh-
yama (the middle who returns like for like), and adhama (the worst
who returns evil for good). The sekhi (feminine friend) helps the
woman in love, just as the vifa, etc., help the man in love.

LITERARY HISTORY OF INDIAN DANCE

In the Rg-vedat® Goddess Usas (dawn) is described as clad in gay
gorments like a dancer. In Ry-vedic times, women practised music
and dance. In the Valmiki Ramayana during the description of the
royal entertainment provided by the sage Bharadvdja to Bharata
and his army, there is a referonce to Narada, Tumburu and the Gan-
-dharvas ns songsters and to various Apsarasas as dancers (Adyodhya-
kanda XCI. 45, 46). In the Kigkindhd-kande Svaynmprabha refers
to her dear friend Hema as an expert in dance and music.

wn ey T qarhafaer (LXVIL 17)

In the Sundars-kanda while describing Ravapa’s harem, the poet
refers to women who were experts in dance and instrumental music.
(X. 32).

In the later great epic Mahabharatad® wo are told how Arjuna learnt
the art of dance from Citrasena and how during the incognito stay of
the Pandavas in Virata’s kingdom, he as the cunuch Brahannala

40. RV. II1-61. 4.
41. MBH. Vana ch. 46.
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-taught the art to Uttard, tho daughter of the king. Subhadrs, the
-sister of Sri Krsna and the queen of Arjuna, was the reputed expart
in the art. Besides, Panini’s®? (500 B.C.) mention of the Nata-$utras,
Patanjali® (140 B.C.) refers to the dramas Kasisavadha and Bali-
-bandhana.

Kalidsse’s poems and plays also show. that Art has always been
highly prized and praised in Indis. It has been called by him as
-divine food (nectar) of the soul and as tho swift means of God-realiza-
tion. In a well-known verse in the Malavikagnimitra, the supreme
poet of India says: “ The sages regard it as the feast for divine eyes;
‘God Siva has manifested two aspects of it (Iasya and tandava or graceful
and vigorous aspects) in his form of feminine—masculine God-head
.(Uma-Mahesvara or Ardhanarisvara); in it we see the cntire pageant
.of universal lifo in its diverse and marvellous combinations of the
three gunas (saltva, rajas and tamas) and it is the sole common
source of joy to persous of diverse and contradictory tendencies and
“temperaments . (I, 4).

In Kalidasa’s heroimes, Malavika was a royal dancer, Urvadi
was a heavenly dancer, and Sakuntala was the daughter of a dancer.
In his poem Kumdra-sambhava (XI. 36), he refers to the graceful
-dancing accompanying music and full of bhdva and rasa, by the
Apsarasas. e also refers to the vigorous dancers of Bhrigi and
Kali (IX, 48, 49). The ritual dances in God Siva’s temple in Ujjain
-are also mentioned. (Megha-dita, I, 34.) Amarakoéa refers to dngike
and sattvika abhinaya. The classical works on ndtya, besides the worka
I have discussed above, are Dlmnnnjn._v,n.s Dasa-rapaka, Surngndevas
Sangita-ratnékara, Saeigita-saramrta by Tula.]a.]l (Maharaja of Tanjore),
and Balarama-bharate by Balarama Varman (Maharaja of Travancore).
Vignu-dharmottarae (about 5th century A.p.) and Agni-purana also
give very important expositions of abkinaya.

In the later centurics, we have many (said to be 4,500) padams
-{erotic songs) of Kgetrajiia ; the pada varpas of Yuvaraiga, Parimala-
ranga, Sarangapani, Venkatarama Sastri, Sri Thyagaraja’s contempo-
rary Vadivelu and others ; the javalis (erotic compositions) in Teluga,
Canareso and Tamil, ete. I may also mention here the javalis of
Subbaraya, Dakship@mirti and Pattabhiramayya. A special mention
-should be mado of two pocms which are admirably adapted for exposi-

42, 7. 1v3. 110
43. MDH. III-1. 26.
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$ion, by means of music and dance. They are the Gita-govinda of
Jayadeva and Krgna-lila-tarangini of Naréyana-tirtha.

The agtapadis of the former poet related to the love of Sri Krspa
and Sri Radha and were sung by the author Jayadeva himself. His
wife Padmavati used to dance in his P%ja@ room to the accompaniment
of his divine music. The Krsna-lila-tarangini also deals with incidents
in the life of Sri Krgna up to his murriage with Rukmini and contains.
not only songs but also svaras for dance recitals. Mahar@ja Svati
Tirunal of Travancore also composed pada-varpas. Muttusvami
Diksita composed a padam beginning with the words rapamuzics.
Sri C. R. Srinivasa Iyengar has, in his learned work on Indian Dance,.
referred to numerous composers of padams such as Govindasvami
Ayya, Sobhanagiri Varu, Virabhadrayya, Ghanam Sinayya, Kastiiri
Ranga, Mallikarjuna, and others. The padams were all meant to-
accompany and guide dances. Some of them address human lovers
and others are addressed to gods in 2 mood of passionate devotion..
The total volume of padam literature is colossal and bewildering.

Some of the Tamil poems of Muttu Tandavar and Gopalakrsna
Bharati lend themselves to msthetio expression in dance. The famous.
poem natanam-Gdindr of the latter contains svaras for expression
through dance. Other noteworthy poets are Madhurakavi, Mamba-
zhakkavirayar, Kavi-kufijara Bharati and Marimuttu Pillai. The
tillanas form a special group of dance interblending words and svaras
in a most artistic, intricate and masterly manner. There are also the
padams of Ghanam Krishna Iyer, Papavinasam Mudaliar and others.
A sacred type of compositions called kaustubhams consists of dance
compositions to the accompaniment of which dances take place bofore
particular divinities.

The padams and javalis referred to above have épigare as their:
motif. But the emotion of love can have relation to a human lover
especially a rich prince or noble man and believed or can be raised to-
divine level. Even the former can be rendered in a dignified, noble
and uplifting manner or in an indignified, ignoble and degrading manrer..
The art of dance fell into ill-repute because courtezans took it up
exclusively and brought down its level. Now that kings, noblemen
and their puppets huve vanished, it will be well to select for dance
recitals such pudams as have an inter-fusion of érigdre and bhakti,
with greater emphasis on bhakt than on $pigara. Sex-life and the life
spiritual should be unified by uplifting the former and not by degrading
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the latter. A single gesture can evoke in us high and pure rapture
or a low physical craving. Art should be the gate leading to purer
joys of life.

Inspite of such a larger number of padam compositions, modern
audiences, who naturally crave for variety and refinement, are prone
to find a certain monotony in their motifs and methods. When Srimathi
Rukmini Devi learnt Bharata-ndtyam enthusiastically and won for it
public approval and applause by her mastery of its technique and her
originality in representation, I requested her to tuke up Krsma-
karnamyle, Gita-govinda and Kumara-sambhava and include them in
her dance-repertoire. She did so and succceded wonderfully by her
peerless creative genius.  She then perfected the dance-presentation of
Kutrala-kuravanji. She has now taken up Valmiki Ramayana and
has, with the help of the great musicizan Sri Vasudevachar, given a
Natya-nataka rondering of Sita-svayarivara. The other great stories
in the Ramdyana, and the equally great storics in the Mahdbharata,
Blagavata, Kalidasa’s plays, Bhavabliti’s Uttara-rama-carita, Silap-
padikaram, Manimekhalai, Kamba Ramayanam, Bharati’s Paiteali-
$apatham, otc., could be rendered through dances and will enhance the
variety and beauty of Bharata-natye hercafter. Srimathi Rukmini
Devi has completed the preparation of artistes to present Usa-parinaya
and has presented it in the Bhagavata-mela style. The two types of
.dance, Bharata-natya as solo dancing and group dancing can flourish
side by side, as solo vocalist music and orchestra (group music) can
flourish side by side, both boing loyal to the Indian msthetics.

It seems to me that in future, endeavours should be made to produce
further new poctic compositions for reptesentation by dance by taking
up the life-stories of the Niyanmars and of tho supreme Saiva Samayé-
caryas (Manilkkavacagar, Sambandhar, Sundarar and Appar) and their
compositions (Tiruvdcakam and Teriram), as well as of the Alvars
_and their compositions (Dicya Prabandham). When such an attempt
is successfully made, Indian dance in Tamil Nad will have an
unparalleled repertoire of poctic compositions suitable forrepresentation
in dance.

The essential Aspects of Bharata-Natyam

Two Tamil words, adavu and jati, contain the key to the classical
art of Bharatu-ratya in Tamil Nad. Adavus form the alphabot of ¢
the language of dance and gesture. They combine quick footwork
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and express finger-gestures. The word adavu occurs in verse 63 of
the Tamil work on dance colled Bharata-sendpatiyam, though it is not
found in the great Tamil opic Silappadikdram. The word probably
means the union of music (7éaz) and rhythm (t@la), as the Tamil word
adai means putting together. The word adavy corresponds to the
Sanskrit word karape which is made up of stha@na (pose), cari (foot-
work) and nrtta-hastas (finger-gesture). The adavus are said to be
ten in number, each of them having twplve subdivisions.

Jatis are various harmonious and rhythmical permutations and
combinations of adavus in particular talas and nadais and are brought
out by Sollukkatius (sound combinations). The svare (tempo) may
be slow, medium or fast. Thus the harmonious inter-weaving of
adavus, $ollukkattus and scaras form the jatis in a supreme work of art.

A Bharata-natyam performance in Tamil Nad consists of
(1) alarippu, (2) jatisvaram, (3) $abdam, (4) varpam, (5) padam, (6) tl-
lana and (7) madngalam. The dance recital from al@arippu to tillana
and mangalam is based on two urges, namely increasing variety
and diversity. This is a natural, charming and graceful evolution
and has no parallel elsewhere in India or abroad. The word aldrippu
seems to me to mean the ‘blossoming of a flower’. The unfolding of
a bud into a flower is a natural evolution. Alar means a flower.
Goddess Padmavati is called in Tamil Alarmel-masiges (the maiden
scated on a flower, t.e., a lotus). The Tamil name Alamelu is a shor-
tened form of the word. The great Tamil poet Kamban in his immortal
epic poem says that the face of Rama, when ho heard about the royal
decree of his going into oxilo for fourteen years, was calm and lovely
like a blossomed flower.

i s QFpssTwagay @55 5LWDLT.
(Eamba Ramayana, Ayodhyakanda, 293.)

Al@ripru is an invocatory dance for about five minutes in which
the artist invokes the blessings of God, the guru and the aundicnce
for the success of her dance recitals by appropriate gestures. The
gati or dance-shorthand #5 tai ta (i ta tai is the key of the alarippu,
which is a preliminary excrcise preparing the body for the intricate
footwork and gestures, ctc., to follow. The jatisvaras aro in one or
another of the various rd@gas (tune) and t@las (time-rhythm). Jatis

® ¢xisted from the time of Bhareta’s Natya-édstre and mean time-mea-
sures. Svaras were added to them later on and mean musical notes.
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Both fit in and harmonize with rhythmic footwork patterns, and’
graceful gestures and movements of the neck, face, eyes, eyebrows.
and oyelashes. In éabdam, ablinaye comes in for the first time. It
glorifies God or a King. The sahitye (poctry) will go with a short jate’
and $ollukkatfu like ta-tanam-dhum. The varnam is an intricate,.
claborate and difficult work of art. It is a comparatively long composi-
tion and combines and blends poetry (sdkitya) with svaras, raga,
abhinaya and nrtta along with lovely and glamorous swing, sway and
movements of the various limbs of the body and the body as 2 whole.
It fuses bhdva, raga and tale. It is generally in one of the iglas, ata,
ripaka, adi, or jampe. Thus ald@rippu and jatisvare correspond to-
nrita (pure dance), while in varpam, padam and emotion (bhdva), are
in a combination, called nztya. A padam is generally a love-song
interpreted by finger-gestures and by movements of face and eyes.
It is not complicated by much footwork. The love inspiration of
the song may also bo in regard to the divine lover (God). The padams
are in Telugu and Tamil. The Telugu padams generally centre round
God Xrsna, whereas the Tamil padams centre round God Muruga
(Subrahmanya or Kumara). In padam, there is as much room for
the exhibition of originality and innate skill (manodharma) as in niravel
in music. Padams are generally in slow tempo. T%ll@na is the growing
piece in every dance performance. It is generally in slow tempo
cum medium tempo cum quick tempo and consists of various complex
dange-patterns full of the joy of movement. Every adavw is inter-
preted in slow, medium and quick tempos. We find in the tilléna
a glamorous combinution of dance-patterns and gestures and emotional
nuances expressed by the movements of the eyes, eyebrows and the
neck. The tilldna is genorally followed Dy a Sanskrit verso or with
the song natanam @dinar depicting the cternal dances of God Natargja.

Dance in Bharala-nitya

The vigorous masculine type of dance is called Tandava. It is
said that there are seven types of tindrvas, and twenty varieties of
wirga (classical dance) and sixteen varicties of dedi (popular dance) of
lasya (the graceful feminine type of dance).

Dance is classified also as nzite, nupiye and natye. Dhanafijeya’s
Dusa-rapaka says (1. 9) that wpite is tdle and laye (rhythm), artya is
based on blkdva (emotion), and nidtye iy ruse (wosthetic enjoyment).
The question is one of emphasis. Tala, laya, bhdva and resa exist in



492

all. Tale and laye predominate in nrtte, bhdra in nrtya, and rase in
adtya. Nrita (pure dance) consists of beautiful dance-sequences,
combined movements of the feet with the gestures of the fingars and
is regulated by talas (musical time-intervals). It is pure dance consis-
ting of footwork, pose and gesture. N7tye is dancing for exhibiting
bhava (emotion) by gesticulation without words. Natye includes
words as well as abhinaya (gestures), footwork and pose for the
purpose of evocation of rase. Natya-natake is a dance-drama, while
nataka is a drama proper.

Ablinaya in Bharata-natya

It is in India, especially in the Bharata-ndtya, we see that the
supreme function of the art of dance is the expression of emotions
{rasus), whereas dance elsewhere is only rhythmic movement. Abkinays
is the interpretation and external expression of emotion by the eyes,
oychrows, oyelashes, facial featurcs, voice and tone, gestures,
poses, neck and head movements, ete., which parts are beautiful
in themselves and harmoniously combine into a loveliecr whole as
mirrored in the artist’s mind and which will be a language us marvellous
and expressive as the human language. Bharata says that the prefix
abht (along) plus the root n2 (lead) means tho carrying forward of the
felt emotion to the stage of expression of emotion.

Ffigaeg =T arg: 30 gerafaey |
T want qafq aemiEa &gaon
frraafa aw=w aEmaig g s@vma: )
AETF TR IORICATE T T: 1 (VILL, 6-7)

Mallinatha says in his commentary on the Kiratarjuntya that
ebhinaye is & movement manifesting emotion and the joy of emotion.

st wmEfesussEerfal: (X. 42)

While the movements in pure dance are largely controlled by rules
and conventions, there is full scope for originality and imagination in’
abhinaye. Of course, cven in nrtie, dignity, heauty, charm and grace
are no less important than adherence to rules and conventions. But
in abhinaya, there is far more room for freedom, imagination
creativeness and originality. We may apply to it the words of Mam-
mata in the Kavyaprakdsa. The poct's genius creates a world which is
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not bound by the fetters of Destiny, which is of the essence of joy and
independent of every thing clse and which shines with the nine rasas.

frafrgafarfen gRedmaTaTRam™ |
AaCEEd FfaRmRee AT S (L 1)

Elaborate rules have been laid down in Bharata’s Napya-$asiru
and other works about the four aspects of ebhinaye and about the
various movements of the body from the foot to the head. These
aspects heighten the @sthotic appeal of dance.

Teacher in Indian Dance

The highest wsthetic joy results when the acarya (teacher),
artist, audience and auditorium have o harmonious inter-relation.
Kalidasa says in his play Malavikdgnimitra that some dance-masters
are cxports in tho art but cannot teach well while others teach well
but may not be great experts and that the boest teacher is he who is a
great expert ax well as an able teacher.

(RN E D E TSI AR L)
Ffaaer famge |
T g @ e
yft sfaeerafagsa @a 1 (1. 10)
The Abhinaya-darpana says that tho teacher should be handsome,
well-spoken, bold, capable, of good-hirth, lcarned in the msthotic

scicnce, with a aweet voice well-versed in vocal music, instrumental
music and dance and endowed with ability and originality.

I AT Feft qUeT qTear |

FETGAGANST AEAAT AYEAT: 1
rarateramt fags: sfawman |

QAERRVERHT € TSN g9 1)

In the Tamil epic Silappadikdram (Araiigetrulkathai 12 to 25), it is

said that the dance-master should by a master of the two types of

ahalkathe (dance), mdrga (classical) and dest (folk dance) and also of

the various other kinds of dances (alliyans, kudum, pavas, kodukotg:,
4
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panduidsigam, kudai, tudi, pili, marakkal, mal and Xadayam) and of
diverse sopgs and of all the talas.

QBumss &G eflwssar wllsg
Udimass o & Hid efewsfel D Lew i &
uSG@rmri_gyb Ut @ QETC@L
e Gomrar Qameremauler alemiis e mlh &irm
STi_gyth umi_guib ugeluln &HT & @
Ejuwr QpPuder Qamens smisT
Serig b &% gy Quifpesys @ sl b sy
Qaran umsw b & 58 UBETIVG
g QFElis wEuTH & &4 KBTS g ib
argey GFwgams s uller & & gytd
ey Qeurgens Newrgudn &8s aym

&7 @aruib afluyb algauew QF gy s 5

wri_H sawp s aursmer ner CGu@ib.

A great teacher must be a mastor of the soven basic t@las (dhruva,
wadhyema, rizpaka, jampas, triputai, ate and eke with 14, 10,6, 7,13, and
4 aksaras, respectively) and the five jatis (caturasram, trisram, kantam,
wn'érmﬁ and sankirnam, namely, taka, timi, ta kita, ta ka ta kita, ta kv
tre ta ka dimi and taka timi ta ka te kila). There are many intricate
talas. The tala Semhanandane has 128 beats. Along with such
mastery, he must be a master also of abkinaya. Only then, there can
be a perfect rendering of the bhdva of the song.

It must be borne in mind that in every dance performance the
dance-artist must begin the performance with a reverentinl folding of
the palms te her teacher (guruvandana). The tcacher was called
Natyacarya in Sanskrit and Natturandr in Tamil. Tho term natluvandar
has an obvious affinity with the Sanskrit root nat (to act or to dance).
Dance-tuition is called in Tamil naftuvangam. The word naflu-muttu
refers to magu (natiuvasiar) and mutty (mpdagam player). The
nafurandrs, like the sculptors (silpis), in Tamil Nad were proficient
in three languages namely, Sanskrit, Tamil and Telugu. Their profes-
sion was hereditary and they were proud of it and would never give it up.
The public had great regard for them because they were able singers
and dance teachers and were men full of devotion to God. The
son of a ncftuvandr used to get his lessons in the art of naftuvdngam
even in his boyhood. His father used to teach him. beating rhythmic
tune with a stick called taftu-kkazhi. The boy learnt the correct
footwork and gestures, mastered the intricacies of tala, nadai, jaté
and firmanam. 1t was in this way that the pupil became an adept in
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course of time and began to practice his father’s profession with con-
summate dignity and ability.

The nattvandr's taftu-kkazhs (a stick about 18 inches long and one
inch thick) is the magic wand wielded by him to impart his lessons to
the pupil. He keeps up the tala perfectly by beating the wooden piece
before him with this wand. The artist can execute tho rhythmic
patterns of gesture and footwork only if the toacher’s art keeps time
with Sollukkattus and adavus. The teacher’s evocation of sounds and
the dance-artists’ evocation of patterns of footwork and gesture
must combine and commingle in a perfect manner. The genius and
originality of the teacher must inspire the pupil and in return the
genius and originality of the pupil must inspire the teacher. The
rules and conventions must form the basement, but genius and origi-
nality must build the superstructure.

The dance-teacher’s school room is called éilambukkiidam. The
flooring is made of mud and clay and is hence oven and soft to the fect
of the dancer. The room is ordinarily eight feet by five feet. The
pupil’s initiation into the art is in her fifth year, when she merely sits
and watches the lessons. The actual initiation is in her scventh year
and begins with a ceremony called tandiam-pidittal (holding pole).
This is referred to in the Sila]:padik&mm. Thc commentator Adiyark-
kupallar says in his commentary on these lines :

*Cgpremy whGumr Mg e
GPs5 yeTwarer hGd sTL L 6 Gy
*t TG gGavwguih g S G LT el orm ater g Gb
FT&Epd Hibsbe sTeldmuyeni_w GEmypeir
sflare Qumaior$srHEG SuarawwriGsH
T L% e@mibt? eTewra ',
(A ruvgeirnkkathai, lines 10, 11)

Tho ceremony is as follows : Paddy is spread in a room in a square
form on an auspicious day. Two ladies hold the pole across the centre
of the place. The apprentice danseuse holds the middle of the pole
with her hands and learns to dance to the rhythmic beat of the dance
master’s stick. The first lesson is called tatti-k-kumbidutal. She has
to pat the ground with her feet alternatively and make anjali gesture
with her hands (pal@kd). The dance lessons are given thrico a day
with intervals for food and rest. Fues wero not charged beforo for
the lessons. Presents used to be given on special days like the Tamil
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New Year’s day, the Vijayada$ami day and on the day called ervai
day when al@rippu is taught. The araszgetral (public’ dance perfor-
mance) takes place after the girl undergoes, seven years’ training, z.e.,
in her twelfth year. On that day, presents of money and new clothes
are given to the teacher as on the earlier day when gajjai . (kirkini
bells) are tied around the ankles. Nowadays, arasgetrals take place
after a shorter course of training.

Puprl
Bharata’s Natya-$dstra says that a danseuse should have high
intelligence, strength, beauty, knowledge of time-measures (ta@las)
and tempo (laya), appreciation of sentiments, youth, eagerness for

knowledge, capacity for learning the art, retentiveness, absence of
stage fright and enthusiasm. (XXVII, 100, 101.)

The pupil must have certain traits if she is to be an expert and
successful artist. The 4bkinaye-darpana says that she should be slender,
young and lovely, with full round breasts, self-confident, charming,
witty, agreeable, skilled in rhythmic steps and stops, with large eyes,
able to accompany vocal and instrumental music with a full knowledge
of time-measures, well-dressed and well-decorated, and with a charming
and happy face.

qel Tl T, AT |

STEHT GTET TRl F@T AgHIETa: N

freseaT MNaaearengafas T |
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CE faeenaaT aaht |gEitar 1 (23-25)

It says also that the ten types of girls should not be accepted for

training in the art of dance, namely, girls with white specks in the
cycballs, with scanty tresses, with thick lips, drooping breasts, very
fat, very lcan, very tall or very short, bunch-backs, and girls without
a sweet voice.

JEITEN FAGHT T TS ISST SHfraaear |
sfaegerfagar srg=erafaamm |
AT T TEHT 7 AT ArEgatean n 27)

It says also that the dancer should have alertness, steadiness,
harmony (rekhd), ability for bhramart (lovely circular movement), a
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lovely glance, endurance, memory, devotion to art, clear articulation
and power of song. These are the inner prands (vital factors) of the
dances, the outer pranas being the drums, cymbals, flute, chorus,
drone, lute, bells and an able male singer (gdyake) to sing the songs.
The tiny bells tied around the ankles of the dancer should be made of
bronze (karsya), well-shaped, beautiful and having a charming
resonance. They have the stars as their deval@s (tutelary deities) and
should remain one aexguli (finger) apoart from one another. The
danseuse should tie in tight kmots with blue thread two hundred of
them or hundred in each of her feet.

The Evolution of Bharata-natyam in Tamil Nad and Beyond.

In Tamil Nad, the art of Bharata-natys was patronized by the kings
and nobles and underwent evolution of new lines which wore based on
the ancient theory and practice of the art. The Naik kings who were
scions or commanders of the Vijaysnagar kings such as Achutappe
Naile (1592 to 1614 A.p.) and his successors Raghunatha Naik and
Vijayaraghavalu Naik (1614 to 1673 A.p.) were great lovers and
patrons of music and dance. During their time, Carnatic music was
given a final basis and form by the Caturdangdi-prakasika of Venkata-
makhin whose genius kindled later on tbe genius of the supreme
trinity of Carnatic music. Ksotrajiia, the author of the ever famous
padams, was a genius of those days. The Maharatta kings of Tanjore,
Pratapa Simha and Tulaji (1741 to 1787 A.D.) were as great lovers and
patrons of the finc arts as their Naik predecessors. Mahadeva Annavi
and Subbaraya Nuttuvanar were great artists in the realm of Bharata-
ndtya and were close friends of the musical geniuses mentioned above.
The final shape was given by Subbaraya Nattuvanar’s famous sons
CLinnayya, Ponnayya, Vadivelu and Sivanandam, who are called tho
Tanjore Quartette and who started the new fashionable Bhkarata-
natye technique on its brillinnt careers. The teachers of Bharata-
natya in Tamil Nad today are oither their descendants or in their line
of discipleship.

Before the time of these four geniuses, the npita-krtis (dance-
compositions) called Deyam, Calatti, Kouthuvam (Kaustubham in
Sanskrit), Simhdnandanam, etec., were in vogue and were danced to
the rocital of jatis (sound-combinations) and to the accompaniment
of a drum called $uddha mardalam (similar to the modern mydangam,
but bigger in size).
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But the genius of the above-said four brothers placed Bharata-
ndtya in Tamil Nad on a finer wsthetic basis. The dance was called
$adir and was by women, whereas Bhiagavata-mela of Tanjore and
Kathakali of Kerala were by men. The Blarata-natya as developed
by them is the lZsya dance and the prayoga or style is said to be suku-
mara (graceful). The four brothoers divided the Bharata-natyam per-
formance into (1) el@rippu ; (2) jatisvarem ; (3) $abdam ; (4) varnam ;
(5) padams interpreted and oxplained by abhinaya; (6) tillina ;
and (7) masigalam (auspicious conclusion with devotion to God). They
combined the adavus, the (alas, the swaras and the nrita-hagtas
into a harmonious whole consisting of the above-mentioned divisions.
They became in course of time the semsthéna-vidvins of the Tanjore
king Sarfoji. Eventually, Chinnayya became the samsthana-vidvan
of the Maharaja of Mysore and Vadivelu that of Sviti Tirunal, the
Maharaja of Travancore. Vadivelu was a great expert in violin also.
Ponnayya and Sivanandam held the hereditary office of natfuvargam
(dance-teacher)in the Brhadi§vara temple at Tanjore. It wasthisfamily
that trained various disciples who lived at Tanjore, Pandanainalloor
(shortened as Pandanalloor) Annachatram, Nidamangalam and other
places in the Tanjore District. The Tanjore family is now represented
by Kittappa. Minakshisundaram Pillai of the Pandanalloor family
passed away recently and represented the Pandanalloor style of dance.
His son Muthayya and his son-in-law Chockalingam Pillai (who is the
dance teacher in tho Indian Fine Arts Society, Egmore) are practising
and teaching the art. The dance teacher Vadivelu Nattuvanar is a
son-in-law of Minakshisundaram Pillai. Subbaraya Pillai of Panda-
nalloor is another well-known instructor. XKandappa Nattuvanar, who
is the teacher of the famous dance-artist Srimathi Balasaraswathi,
represents the Madras style and tradition of the art of dance.

Vazhuvoor Ramaiah Pillai is another well-known teacher. The
famous dance-artists Kamala Lakshman and Radha were trained by
him, K. N. Dandayuthapani Pillai is another well-known teacher
and the great dance-artist Srimathi Vyjayanthimala was trained
Dy him. Kuppiah Nattuvanar is snother famous teacher.

Srimathi Rukmini Devi’s learning and practising the art of dance
led to its being learnt by women belonging to well-to-do families. She
is today a world famous dance-artist. She learnt the art of dance from
Minakshisundaram Pillai of Pandanalloor. Her art institution Kalak-
shetra in Adyar has trained many girla in the art of dance.
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The slow disappearance of dances (called dadir) by devaddsis
{{dancers attached to the temples) is due to the fact that social reform
frowned on immoral women practising the art. The dance of dedicaterl
women dancing in tomples must have developed in the course of cen-
turies. Such dedication must have been at the beginning like that of
the vestal virgins in Rome. Their dance with music and drum was
.called Cinna-melam, whereas Ndgeswarewm music accompanied by
‘the tavul (big drum) was called Periya-melam. In course of time,
‘the word Sadir (based on the Sanskrit word ndfya) came to
have immoral associations, when dancing by women become =2
profession in addition to being a temple ritual. Thus was how ndlys
‘became degraded as nautch fell into disrepute. In recent times.
there has been a great wave of reformation by. the slow
-disappearance of gainful prostitution by devaddsis taking to married
lifo and by girls belonging to rich and respectable families taking
to the art of dance in cver increasing numbers. Let us remembor
how the examples of princess Uttard in the Mahabharata, princess
Mslavika in Kalidasa’s drama, Mira Bai the mystic dancer and
-devotee, and Padmavati the wife of Jayadeva who danced to the
-accompaniment of his songs and how in ancient and medieval times
‘respectable women practised the art of dance. In modern.times,
‘Rabindranath Tagore encouraged the learning of dance by boys and
girls of the upper classes and enabled them to take part in dramas,
-dances and dance-dramas.

In the nineteenth century, a princess of Tanjore was marricd
‘to the Prince of the Baroda State. When the bride went to Baroda,
many natfutandrs, decadasis and musiciang accompanied her. Kannu-
sami Nattuvenar went to Baroda with them. The dancing girls
Kantimati and Gauri also went to Baroda. Kantimati’s son Kuberaner
aliag K. A. Tanjorekar is now the junior dance-teacher in the University
«of Baroda.

The Evolution of Indian Dances - other Classical Dances

) I have dealt in extenso with the other forms of dance in India
in ‘my lectures delivered to the Madras University referred to sbove.
This series relates mainly to Bharata-natya. I hence make & brief
.roforence to them here. Kathakali is the dance form in Kerala. It
isa (.].iﬁicult and elaborate art and secks to express a wide range of
-emotions through mudras (finger-gestures) and the movements of
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eyes, eycbrows, cheeks and lips. The dancers wear a peculiar costume
and have a peculiar make up. The dances are of the vigorous type
(tdndava). The dancers are men, women scldom take part in
Kathakali, their roles being taken up by men. The actors wear
peinted masks. While Bharata-natye is a solo dance, Kathakali
cousists of group dance as well.

Kathak dancing prevails in North-West India, especially at Luc-
know and Jaipur. It combines nrtta, nrtya and ndtya. We see in
it a fusion of lasya and t@ndava. In the lasya style, gestures and in the
tandava style foot-rhythms prevail. A peculiarity is the gyration.
or whirling or spinning movement. The gestures are few and there is
not much of emotional expression. The word ‘kathake’ means ‘a
story-teller’ and the objective of Kathak dance was to express
the emotions of the characters in the two great Indian epics, the Rama-
yana and the Mahabharata through gestures and choreographic panto-
mime. Two varicties of Kathak dance arc called ‘tukaras’ and ‘parans’..
They are small pieces of dance-footwork and conform to the heating.
of the drum (tabla). The laya is made slowly more and more intensified
and complicated. A Kathak dancer ties nearly 200 bells round the
feet and controls the movements of the feet in such a way as to make
all the bells tinkle or only some of them tinkle. The musician plays a
tune on the sdrasigi and the harmonium, while the drummer keeps.
the time-rhythm (/rye) and the dancer interprets the song by gestures
and footwork. There are two main schools of the Kathak dance,.
namely, the Jaipur school and the Lucknow school. The Jaipur-
school emphazises footwork rhythms and movements of the entire
body, whereas the Lucknow school is more static and specializes in
bhavas or graceful poses and glances. The two brothers Kalikaprasad
and Binadin Maharaj were great experts of the Kathak style of dance.
The sons of the former, Shambhu Maharaj, Acchan Meaharaj and
Lacchu Maharaj have kept up the style very well. Shambu Mabaraj.
learned the dance from DBinadin Maharaj and later from Acchan
Maharaj. He has given over a thousand performances and was honou-
red with the title of Natya Samrat at a conference held at Dehra Dun.
He is a master of both the nztta and nptya aspects of Kathak. While
Binadin and Acchan perform ablinaya standing, Shambhu Maharaj
does sitting and has developed a marvellous style of his own. He
was honoured as Abhinaya-Cakravarti at the Iixperts’ Committee
Session held by the Music Academy in Madras in 1958. In Mathura,.
Kjsna's rasalila is danced in Kathak style.
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The Manipur dance attracted Rabindranath Tagore very much.
It relates to the story of Radha and Krsna. Its origin was the State of
Manipur in the north-castern horder of Assam. Its main dance
forms are (1) laiharova, (2) astra-vidyd, (3) chalan-gathan and (4) rasa-
lila. A peculiar feature of this dance is the flounced skirt and veil
called mukhambi of Radha. The music consists of manjire (cymbals),
khol (drum), murali (flute) and vocal music. The dance is graceful
and devotional in its nature. It excels in beautiful serpontine move-
ments. It is danced in a circle or in a semi-circle. Krsna comes and
stands in tribhasigi (fhrec-curvcd) pose. Then comes Radhda with
eight girl friends (agta-sakhis). Then comes the other gopis. Krsna
and Radhi are in the centre and the maidens stand in a circle around
them and dance to the music. The dance is danced in imitation of
Sri Krsna’s rasa dance (known in Manipur as r@s). Ras means senti-
ment and bkdra means emotional mood. The rd@s-13la is full of beauty
of jewellery and splendour of costume in which vory diminutive mirrors
and scintillating mica are sewn. It is danced on the rd@s-parnimé
day before the temple of Lord Govindji (Krsna) at Manipur.

The Odissa dance of Orissa is onc of the dance styles referred to
in Bharata’s Natya-sasira. It has an affinity to the South Indian
dance. It specializes in bodily flexim, curved outline of the human
body being more charming than the straight posture. The flexims
are called ati-bhasigs, sama-bharigi, tri-bhaiigi, ete.

In modern India, we witness all these forms as well as Bharata-
ndtya at different centres. There should not be any mixture or hybridi-
zation of these styles in the name of oriental dances. Each style
must preserve its distinctiveness, while progrossively refining itsclf.

There are also minor styles of dance such as the Nava-sandhi
dances at the commencement of temple festivals in Tamil Nad, in
Andhrg the Kachipiidi dances of Siddhendra Yogi, in Karnataka the
Yakga-gdnam, in Orissa the Chow daunces, the dancos of Bihar, ctc.
Blmrata-mi;ya is the classical art and i~ the norm and the other styles
are variations of the classical art.

It will be appropriate to refer hero to the Bhdgavata-mela perfor-
Mmances in the villages, Melattoor, Soolamangalam, Oothukad, ete., in
the Tanjore District. They have fallen into disuse except in Melattoor.
They are dance-dramas written by Venkatarama Sastri of Melattoor
about 150 years ago. Four of them—Prahldda, Hari$candra, Markan-
deya and Ugd-paripagam arc even now popular. They are combined
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-with classical Carnatic music and the abkinaya technique of Blarata-
ndtya and are rendered with great piety and devotion. They thus
-combine exquisite poetry and dramatic action with song and dances.
What are called darus in the Bldgavata-mela dance-dramas are fine
musical compositions. They alternate with swzra manipulations
and pure dances. They are similar to Kathakali and yet different
from it in style and content. They are all compositions in Telugu
‘because the court language in Tamil Nad was Telugu from the time
-of the Vijayanagar lings. The dance-dramas by the saintly Swami
Narayana-tirtha (suthor of the Krgna-lila-turasigini) in Telugu were
earlier than Bhagavata-mela dance-dramas.

The Kuravafiji is another fine dance-drama, while the ordinary
Kurevafiji is the Kutrala-kuravaiji. In the Kuravafiji, the heroine
is in line with a god or a king and consults a kuratti (gypsy fortunc-
teller) to ascertain if hor desire will be fulfilled. The songs and dances
-expounding this simple theme are diverse and attractive. The princess
-and her maids sing poems describing urban life, whereas the gypsy-
woman’s songs describe hills, forests and rivers.

Indian dances in general, Bherate-natye in particular, have had a
powerful influence on the art of dance in Ceylon, Indonesia and Far-
East Asia including Thailand (Siam) and Cambodia, and also in China
and Japan. In Java, Bali, Cambodia, etc., Indian Art had & dominant
influence. The sacred architecture at Angorvat and Prambanam and
Borobodur had an Indian inspiration. Mr. Havell says that such
motifs wont west and that ‘we find a perfectly oriental atmosphere
and strange cchoes of castern symbolism in the medieval cathodrals
of Europe and see their structural growth gradually blossoming with
all the exuberance of Eatern imagery’. The Indian influence is at
its greatest in the music and dance and the general cultural atmosphere
in the island of Bali, where the pandel, jangar, legong and kabiyar
dances interpret the heroic actions of Arjuna and other heroes of
Indian mythology. The Ketiak or monkey dance depicts the Rgma-
yana story. There are also dances depicting the Buddhist Jateka
stories. The dance-gestures are of Indian origin. The dress and
decoration of the Javanese and Butanese dancers are like those seen
‘in the Ajanta frescoes.

THE EVOLUTION OF INDIAN DANCE—FOLK DANCES

Though this work is mainly concerned with @sthetic theory and
-classical music and dance, I wish to refer briefly in oonclusion to the
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folk-music and folk-dance as these also are the expressions of tl.le
innate urge in man to express his innate joy in nature an.d o
human life through beautiful ideas, the silent natural media of
stone and metal and through colours, tuncs, words and bodily m9ve-
ments. The classical arts are only the bud of the foll-art burst inte
blossom-green unripe fruit ripened into the colourful glowing of ripe
fruits of delicious sweetness.

Whilo the classical arts appeal to the classes and the masses and
espacially to the former, the folk-arts also appesl to both and especially
to the latter. The Indian folk-arts also have been the vehicle of the
high and noble, moral and spiritual ideas of India. Both folk-songs
and folk-dances are on the decline in India because of the spread of
classical arts even into villages by quick modern transport. When I
was young, I saw at Kumbakonam a Bommalattam, the dance of puppets
‘on the stage, the operator operating them behind the curtain by strings
tied to different parts of lis body and also singing exquisite songs.
‘The performance was in the open street during the night and was
attended by thousands. The dance of the so-called Kificin puppet
was a marvel and would beat the dance of trained artists in artistry.
Even the fnovements of the puppet’s eyc-balls were operated by
strings! The puppets were animated by the folk-artist into living
hoings. His name wos Puthukudi Swaminathan. Such bommalittam
performances are dying out, though late there have been attompts to
revive them.

In South India, Kummi and Koldgam by young girls are very
-attractive. Tho songs and dances tuke place around a lighted brass
lamp which itself is of o beautiful make, or about an image of Sri
Kysan in commemoration of the songs and dances of the shepherd-girls
of Gokula and Brindavan. Tlie tunes are simple and charming. The
Songs have poetic beauty and the rhythmic dance-patterns are equally
simple, varied, charming and full of grace. The songs relate to the
Seasons, flowers, fruits, harvests, domestic joys and Godward devotion.
The dances include tilting footsteps, graceful bonds of the body, char-
ming turns and jumps, chiming hand-gestures and hand-claps. Im
Kummi, the girls clap hands, whereas in Koldffam, they beat one small
colourod stick by another. In the Pinnal-kolattam, ropes tied to a
Pole at its top are used. Tho girls hold the ends of the ropes with
‘one hznd and have a kol or a painted stick in the other. As the dance
proceeds with quick rhythmio steps, the ropes get wound. Then
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follow other rhythmic movements accompanied by songs to unwind
the ropes. The songs and the dances, the blooming faces and the
colourful garments, give us scenes of romantic lovolinoss.

These Kummi and Koldftam dances were popular in cities, towns
and villages, but are now getting out of date as classical dances, dramas.
and cinemas are found everywhere. In the villages, there used to be
also other types of folk-songs and folk-dances practised by men. One
type is called Oyil-attam. In it, men dance the stories of Rama, Krsna.
and Murugan during temple festivals. The men dancers wear coloured
trousers, scarves and have ankle-bells. The songs and dances are
found in the districts of Coimbatore, Trichinopoly, Madurai and
Ramnad of Tamil Nad. >

Other masculine dances are Kavadi and Karagam dapces. A
ka@vady is a small palanquin to which coloured cloths and peacock
feathers are tied. It is carried on the shoulder by dancing-devotees of
Lord Muruga (Subrahmanya). The songs are in tunes known as Kavadi-
ccindu. The dances and songs, vocal and instrumental, chimo in
unison. The karagam is a decorated mud-pot full of water. It is
carried on the dancer’s head. The dance is to propitiate the goddess.
Mari-amman to ward off epidemics. The Karagum dancee, like the
Kavadi dancer, strikes all sorts of poses and attitude in addition to-
diverse dance-patterns. Both even let go the support of their hands
to the kidvadi or the karagam.

The Poikal-kutirai-attam is very popular. Two horses arc made
with bamboo frame work coverod by thick paper. These are painted
and decorated and look like live horses. There is a hole in the back
of the horse. A male dancer stands in the hole in the back of"
one horse, his legs tied with short wooden tilts, but not seen because
of the colourful trappings of the horse. A female dancer is on the
other horse. They look like a king and & queen. The dance by both
of them chime with the orchestra. The dummy horses move about
in bewildering patterns which are both attractive and amusing.

We have also the Kuravan-kuratti dances imitating the speech and
songs of fortune-telling gypsies.

There are also regular bhajun songs of a simple typo followed by
bhajan-dances by men on the occasion of the temple fustivals, ete.

1 have already referred to the Bommalattam. It was known as.
Pavad-kuttu in ancient Tamil literature. The Theru-kaitu is a dance--
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drama enacted in Tamil Nad representing Puranic stories. It is
called Vithi-nataka in Andhra Pradesh. The shadow play is the projec-
‘tion of the shadows of leather dolls on a white screen. It is not now
alivo in Tamil Nad, but survives in Andhra Pradesh and Kerala.

The Tamil epic Silappadikardm refers to group-dances by shepherds
{(@yar-kittu), by gypsies (kuravar-kiitu), and by hunters (vedar-kuttu).
There are also folk-dances by the hill trites (the Todas of Nilagiris, the
Lambadis of Salem and others). The Madras State Sangita Sangam
is doing its best to popularize them through its talented and energetic
:gecretary Sri E. Krishna Iyer.

Dance Now and Then

The dance recitals till two decades ago were of a different sort as
-compared with those of today. At the present the danseuse holds
the stage, while the dance-master, the flutist, tho violinist and the
«drummer are at the extrome right of the artist. Formerly, the dance-
master and others used to stand behind the artist. They used to
sing and beat the cymbals and recite the adavus, jalis, ctc., standing
behind the artist, advancing and retreating with her. This was the
practice from ancient times as can be seen from the description in the
Abhinaya-darpena, which says that the teacher should be behind the
artist while two cymbal-players should be on her right, two mrdasgam-
players on her left, a singer between the latter and the drone ($rutikara)
near. Formerly, the drone was a bag-pipe (tutti). Tho mydasigam-
player roproduces on the drum tho $ollukkattus, adavus and tirmanams
rccited by the nagfuvanar. It is said that Nandike§vara played on
the drum, while God Vispu sang and God Siva danced. The arrange-
ments described above left a droll effect on tho mind. The dance
was like an advancing and receding wave. The present technique of
having the dance orchicstra on a side of the stage is appropriate, effectivo
and beautiful and leaves almost the entire stage to tho dancer.

Today the girl apprentices do not go through the strenuous
discipline describod above.  Many of them belong to well-to-do families
and aro studcents in arts and seiences in modern educational institutions.
Further, the old system of payment on speciul days and on the arangetrel
has undergone chunges. Monthly fees are pnid and special fees are
paid at ararigetral time. Before, as well as now, a portion of the sum
paid to a danscusc for a performance is paid to the dance-master.
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There is much difference between the dancer’s costume then and:
now. Formerly, she used to wear a kind of muslin trousers or pyjamas,
a bodice and an vpper lace-cloth or sari thrown round the shoulder-
and tied at the waist. She wore also plenty of ornaments on her body.
She had not only diamond jewels in her cars, nose and round her throat,.
but also head-ornaments shaped like the sun and the moon. She wore
rakludi and jadabillat on her plated tresses, besidos plenty of flowers.
The improvement in costume has gone on steadily. The costume now
wore is very bright, becoming and appropriate. The danseuse is not
nowadays, as overloaded with jewellery as before. Further, the modern
decoration of the stage by placing two kuttu-vilakkus (old style lamps)
and a metal image of Nataraja adds to the beauty of the scene and
links us with the past, though the electric lights bring the glory of
modern illumination. The drop curtain also has become a thing of
refined beauty today and attracts the eyes and the minds of the audience.

There has also been an evolution in regard to the tradition of back-
ground music. Formerly the dance-master’s singing was combined
with a good singer’s music accompanied by flute, violin, tambura,
mydasigam and talas. Now music has gone to the right side of the
stage and is gentle, subdued, mellowed and charming, not vociferous
and obtrusive as of old.

Present Position

I now refer in conclusion to what is being done in some universities.
in India to encourage the study and practice of music, dance, drama
and other fine arts.

In the Baroda University, playing on the tabla and mrdasge is
taught as also dance and dramatics including Bharata-ndtya. It has
instituted Diploma and Degree courses in Music, Dance and Dramatics.
The Madras University has already included the fine arts of arclitecture,
sculpture, painting and music (Indian and European) in its curricula
of studies. The Scnate of the Madras University passed unanimously
on 14th November, 1958, my resolution about a diploma in Dramatics
and Theatre Arts.

It is a matter for pride that in South India, Sri Venkateswara
University at Tirupati has taken forward steps for the encouragement
of the Fino Arts. It has got degree and title courses in Bharata-natyam.
For the degree of B.Mus. (Bachelor of Music)—an excellent curriculum
ol studics has been prescribed.
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It is not likely that this hereditary nature of the dance-teacher’s:
function will survive for a long time in the future, because every one
desires to choose his profession and undergo the training for it in a
suitable public institution. The Sangita Nataka Academny may have
to provide Seminars for giving training to persons who desire the
profession of teachers of music and dance by giving stipends as a
stimulus. Such a Seminar or College will correspond to the colleges
for training for the B.T., B.Ed. and M.Ed. degrees. For the naffu-
vangam (dance teacher’s) course, syllabus will have to be laid down..
A person who seeks entry into such a college must have some prelimi-
nary qualifications. He must have a basic knowledge of Carnatic
music if he desires to be a teacher of Bharata-ndfya. He must have
sufficient kmowledge of svara and luya. It will be well if the candidate
for training in naffuvdigam has a diploma in Carnatic music, especially
as the gurukule system in musical trnining is disappearing and may
become o thing of past.
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APPENDIX (s)

The Madras State Sangits Nataks Ssngam has prescribed the following
eyllabus for training in Nalfuvangam s

Syllabus for Training in Naffuvigam as approved by the Standing Sub.
Commiitlee for Music and Dance on 20th December 1960.

The object of the training in maftuvangam is to train talented youngsters
with good knowledge of musie (with svarz-jiidna) to do efficient na/fuvangam and
also to teach Bharata.nifyem to othera on correct classical lines. Hence the
chosen candidates must be so intensively and carefully trained as to acquire the
following among others :

1. Capacity to sing out clearly all the compositions taken up for dance,
including the svaraz and éollukkatus in three tempos, keeping up the concerned
talas oorrectly in tho hands,

2. Knowledge of the talas in vogue in Bharala-nitya and their variations.

3. Good knowledge of the names and forms of all the main adavu-jatia, their
eub-divisions and their varieties nrtta-Aastas nsed in them and also basic foot-stepe.

4. Capacity to compoae svara, jatis and sollukkatfus for given compositions.

5. Capacity to render any composition in svara notation.

6. Knowledge of the names, usages and significance of all the kastas (samyula
and aaaf;syuta). eye movements and neck movements in abkinaya.

7. Capacity to detect flaws in rhythm, angaduddha, sthanas and mandala in
others and to correct them,

8. Knowledge of the technical terms such as nrfta, arfya ndtya, tandava,
lasya, natya-dharmi, loka-dharmi, drati, eari, recaka, sthana, mandala, karana,
a®gahira and four kinds of abhinaya.

9. Knowledge of rasa and bhdva and their classifications and significance,
wiyika-ndyake-bhedas and copacity to tell out the bhuua nayikd and ndyake
of o given pada or song.

10, Clear undcrstnndiug of the menning (line by line and word by word)
of cvery eong taken up in Bhlarata-nifya, difforenco between padarthabhinaya
sml bhdoablitnaya and the importance of restraint, suggestiveness and dignity
in abhinaya.

11. Capacity to piece out abhkinaya and variations therein for a given song.

12. Significanco of the items and their order in o programme of Bharata-nifya.

13. Difference between pada-varpa and tdna-varna, varna and svara-jati.

14, Understanding about how a jati-svara is composed.

16. Knowledge of Abkinaya-Darpana and relevant portions of the Néfya-§istra.

16. Practical training in at least :—

four alarippus five jali-svaras

five classical varnas and svara-jatis five tillanas
of well known composers.
An adequate number of padas of which four at least be those of
Kectrayyn and two cach of Ghanam XKrishnn Iyer, Ghanam Seennyya,
Sarangapani, Muvalur Sabhapathi and Vaitheeswaran Koil Subbarama Iyer,

Two Astapadis ; two Javalis and two verses.



APPENDIX (i7)
- The course of Part I is as follows :
Part I {a) English language and literature.
(b) Another langnage-Classical or Modern Indian. (Classical-Sans-
krit ; Modoern Indisn—Telugu, Tomil, Kannada, Malayalam,
“ Mindi and Urdu).
(¢) General Eduontion (The course shall be the same as for the B.A.
Degree). '’ .
ePart IT  Music including Husioology (Theory), History of Music and special
. (Theory) subject. Tho spocial subject includes an opera, musical instru-
ments, comparative musio, Western music (theory nnd history)
and Hindustani musio (theory and history).
Port IIT - Including prescribed musical (praoctical) composmons,manodharjmz
sangita, darus and verses, eto.

For the Sangita Visarada Title in Musio, a detailed course of study for threo @
yeors has beon prescribod. For the title oourss, in Bharata-ni'yam also smitable
regulations have been presoribed. For Dramatics and Theatre Arts, suitable
courses have beon presoribed in the Andhra University.

APPENDIX (ii1)
ANGIKA-ABHINAYA IN BHARATA-NATYA
1 shall disouss briofly here the varions dagike movemants as desoribed in the

source-books. When besuty of gestures, works, [acial movements and footwork
are aynthesized and harmonized, the result is puro and equisite @sthetio joy.

MOVEMENTS OF THE HEAD (SIRSA)
Name of the movement Description

samafiras (AD) ., uwnmoved position symbolizing meditation, pride, anger
and beginning of dance,

udodhita (NB) .. head turned to the two sides symbolizing flag, noon, sky»
mountain, bird.

adhogata (NS) .. .

adhomukha (AD)  looking down symbolizing shyness, sorrow, bowing,
fainting, bathing,

@lokita (AD) .. turning sll round symbolizing sleepiness, intoxication,
dizziness, laughter, pc ion by o devil.

dhuta ., .. slow turning from right to left and vice versa,

vidhula (NS) .. swift movemont symbolizing denial, surprise, indifference,
anger, invitation,

akampita (NS) .. shaking up and down slowly,
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kampita .. shaking up and down quickly symbolizing angor, ques-

tioning, ete. .
parivrita .. turning round symbolizing command, anger, aversion, etc.
utksipia .. head slightly raised and shaking, symbolizing lofty

objects, assent, eto.

parivihila .. shaking the head on both sides like a cdmaram in a
templo symbolizing infatuation, yearning, anxioty, etec.

avadhita (NS) .. head turned down.
ajicita (NS) .. head slightly bent on one side.
nikuiicita (NS) .. hend bent on one side and two shoulders raised.

Some works refer to twenty-four movements of the head.

MOVEMENTS OF THE GLANCES’

The Nafya-4astra describes thirty-six glances relnting.t‘.o eight rasas, eight
athyayibhavas and twenty saiicaribhivas.

The Abinaya-darpana describes eight glances. They are samadrsté (looking
straight symbolizing the beginning of dance, meditation, wonder, etc.), alokita
(quickly turning and looking Leenly symbolizing the pointing ont of all things),
aici (glancing sidelong, i.e., through the corner of the eye symbolizing suggesting
or hinting), prilokita (looking from side to side symbolizing both sides, mental
unsteadiness, etc.), ntmilita (closing half the eye symbolizing trance, meditation,
prayer, great happiness, eto.), ullokila (looking up and then lowering symbolizing
flag, tower, previous birth, height, moon-light), anuvrita (glancing up and down
very quickly symbolizing anger, affectionate invitation) and avalokita (downward
look symbolizing anxiety, bed, seeing one’s own shadow, etc.). Thus the two
works diffor in mothod and dotails on this matter. There aro also diverse words
for diverse movements of eyobrows and eoyelids. .

MOVEMENTS OF THE NECK (GRIVA)

According to the Néfya-iastra, there are nine movemente of the neck. They are
samg (unmoved), nata (neck with face bent), unnata (neck with face upturned),
iryasra (neck with face turned side-ways), recita (neck shaken), kuseita (nock
with head bent down), ajicite (neck with head turned back), valita (neck with face
turned side ways) and nivrtle (neck with face stretched forward).

The Abhinaya-darpana describes four movementas of the neck, namely, sundar:
{moving the neck to and fro horizontally, symbolizing friendship, pleasure, consent,
ete.), tiradcina (moving up apd down symbolizing the brandishing of a sword,
tho movement of a snake), parivrita (moving from left to right like n half-moon
(urdha-candra) symbolising crotie glance, kissing tho checks) and prakampita
(moving the head forwards and backwarde like a dovo symtboliaing swinging,
counting, etc.). Hore also the two works differ in method and dotails.
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The general movemonta of the hgstas (hand) are stated in the Abhinaya-
darpana.

Name Description - .

1. prasanna .. extending the fingera .

W

. kuiicita .. bending the fingers

3. recita .. éepnruting them

4. punkhite .. {luttering movement (used in pataka oto.)
. apavestita .. directed downwards

. prerita .. turned back

5

6

7. udvsfita .. directed npward

8, vydvrila .. directed sideways and upwards
9

. parivrtta .. dirccted sideways and forward
10. sanketa . indicatory‘
11. cikna . syﬁbolic
12, padartha-fiki  conveying mesning

The finger gestures are the most important part of abhinaya and fall into
two distinct divisions, namely aaamyuta hastas (with one hond), aamyuta hastas
(with both hands) and nrita- haala& Asamyuta is called in Tamil as pipdi or
enayavina-kkai or citrai-kai and samyula is called pinayal or enas-kai ot iraflai-kas
and nrtta-hasta is called the tézhir-kasi or nirutta-kai. The Tamil writers subdivide
the hand gestures as male hands (@n-kai), female hands (pen-kai), feuter hands
(ali-kai) and common hands (potu-kai). The male hands are mugfi, éikharam,
alipadma, samdamta, (ilandi, sicl, catura, patiki and tripatiki. The female-
hands are kafaka, ‘ukatunda, kangatila, pirai-kai, arala, annapakka, timraciida
and mantalai. The nouter hands are aravinlalai, vandu (bhramara), mukuls,
kattiri-kas, padmapi and kapittha. The common hands are unnam (triiila),
mandala, valampuri, mantalai, sangu, ilatai, diipam and pinds.

The Abhinaya-darpana refers to twenty-eight asamyute (single) hand gestures,
namely, pataka, tripataka, ardhapataki, kartarimukha, mayiira, ardhacandra, ardla,
Sukatunda, musfi, &ikhara, kapittha, khatsbamukha, sici, candrakald, padmakara,
sarpakiras, mrgafiras, simhamukha, kdnguls, alapadma, calura, bhramara,
hamsdsya, hamsapataka, sandamamukula, tamraciida and trisila (also Gragnabha,
bdna and ardhasficikd according to other writors).

The Na!ya-‘astra enumerates them as twenty-four, namely, paldka, tripatike,
kartarimukha, ardhacandra, arala, sukatunde, mugls, éikhara, kapittha, khataks-
mukha, sicimukha, padmakosa, sarpadirsa, mrgasirsa, kaigula, alapadma, catura,
bhramara, hamsisya, hamsapaksa, aandaméamukula, irpanabka and tamracida.
(Ch. I verses 4 to 7.)

The Silappadikiram enumerates them as thirty-three, namely, patdkas,
tripatakai, katlorikai, dapam, ardla, dlampirai (ardha-candra), sukatunda, musti,
kataka, siici, kamalakosa, kirgula, kapittha, virpids, kudangas (somdaméa), alapatre
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‘(alapadma), bhramara. tamracida. piadca. mulkule. pindi (Sikhara), fesinilaé
{(arnandbla), meyinilai (trisila), unnam, mandalam, catura, manralus (mrgasiras),
sangu, vandu, datai, kapotam, makaramukha and valampuri. (Commentary on this
work pp. 62-65, Chapter ITI, Saivasiddhanta edition 1942)) The Tamil works
quoto a verse from Saddhananda-prakasam which is an ancient Tamil work.

The Tamil work Bharata-siddhantam refers to twenty-four single hand
gestures and nine deir hand gestures. The twenty-four gestures aro patilas,
tripatikai, kattarikai, piraikai (ardhacandra), erdle, sukatunde, musts, sikhare,
kapittha, sici, padmalosa, aravutala: (sarpa.mma), mantelas (mmm:m), hmgula.
alapadina, catura, vandu (bhramara), annavai (hamsdsya), annapakka (kamsapaksa),
sendangisam (samdamie), mukula, silandi (irpanabhs) and tamraciide. The nine
‘dess gestures are diipam, paisdacam, pindc, marinikai, unnitam (uccam), mandalam,
fangu, tlarkai, and calampuri, Very probably, these wero folk-dauoé gesturee,
‘whereas tho twenty-four gestures were clagsical dance-gestures,

The details of the finger-poses relating to the single hand (asa'fz:.yul‘a) gestures

-differ in the source-books to some extent, though thoy agree to a larger extent.
A obart of illustrations showing all these poses will be instructive and interesting.



Abhinaya-darpana
1. pataka (Hag)
{thumb hent to touch extended fingers]
2. tripalakia
{third finger of the above hand bent)
3. ardhapataka
(the little finger of the above hand bent)
&. karturimukha
(knife or secigsors)
[in tho ahovo hand the fourth and the
little fingers extended]
5. mayiira (pencock) )
[The third finger is joined to ths thumb
extending the other fingers]
6. ardhacandra (half-moon)
[The thumnb of the patikd hand is stretched}

. ardlg (curved)
[first inger of Lthe above hand curved)

8. sukajunda (parrot's beak)
[third finger of the above hand bent)

Nalya-Saatra
pataka
(same)

3, tripataka

8. kactarimukha i
(The fourth finger is extended)- -.

4, ardhacandra

{The fingers and the thumb form
a curve)

5. arale
(fourth finger and thumb curved and
others straight)
8. éulkatunda
(same)

"8 lcattanka:

Stlappad:kdtam

pafdlm i

e tnpatdkaz

(The middle ﬁnger is extendpd)

4. ilampirai

(middle finger and the ring.
finger bent and thumb sepn-

rated)
5, aralam

(thumb curved, fourth
bent and others alightly curved)

6. skatunda

. (Forefinger and thumb

ring-finger

.bent

-straight) .. ..

and

finger

touckh,

other

99



10.

1

—

12,

13

14.

—
=t

18.

17.

musts (fist)
[four fingers bent to touch the palm, the
thumb over them}
$ikhara
(In the mugts hand the thumb is raised)

. kapittham (wood-apple)

[The fourth finger of the &ikhara hand is
bent over the thumb]
khatakamukha
(The middle and fourth fingers of the
kapittha hand touch the thumb)
aari (needle)

{The fourth ﬁ.ngcr of the katakumulha is
raised ]

candrakald .
(The thumb of the aiici hand is raised)

. padmako’a (lotus-bud)

{The fingers are separated and a little bent,
the pulm hollowed a httle]

carpaanrva (serpent's head)
{The middlo of the pataki hand is, hollowad]

mrgasirsa (deor’s head) - . -
[In tho sarpasirsa hand, the thumb uml
" little finger are extended]

7. musfs 7. musis
(samo) (same)
8. fikkara 8. sikharu
(samo) (same)
9. kapittha 9, kapittham '
(same) (same)
10. khafakamukha 10. kafakamukha
(The ring-finger and the little (forefinger and thumb touch,
finger touch the thumb) rest extended)
11, aiict 11, siici
(some) (middle finger and the thumb
bend and join the forefinger,
the rest bent)
12. padmakosa 12, padmakoSikam
(fingers bent but not touching) (fingers bent, palm hollowed a
little)
13, sarpasirsa 13, aravuéiras
(same) (same)
14. mrgadirsa 14. méantalai

(In the sarpaiirsa lLand, thumb
and little finger are raised and
other pointing down)

(In the sarpafirsa hand, thumb
and little finger aro raised, the
rest bent forward)

L9



AbAinaya-darpana

18. simhamukha (lion’s face)
[The tips of the middle and third fingers
touch the thumb, others extended)
19. langila (tail)
[The third finger of the padmakoss hand
is bent)

20. alapadma
(four fingers separated, inolining to the
little finger)
21, catura
(The thumb touches the base of the
third finger, the first and the second
fingers stretched, little finger stretched
separately)
22, bhramara (bec)
[second finger and thumb touching the
bent forefinger, the other fingers ex-
tended)

23 to 28. Named sbove in the list (not known)

29. irnanabha (spider)
[The fingers of the padmakosa hand arc bent
further}

Najya-dstra

15. kingula
(middle and fourth finger and
thumb separated, ring-finger
bent, little finger raised.)

16. alapadma
(four-fingers  inclining to the
pilm)
17. cutura
(four fingers stretched, thumb
bent near little finger)

18. bhramara
(middle finger and thumb cross.
ing, forefinger bent, the other
fingers raised)

19 to 22 & 24. named above (not knowh)

23. drpanabha
(eame)

Siluppadikaram

15. kangulan v
(middle and fourth finger and
thumb joined, ring-finger bont,

little finger raised)

16. alapadmam
(all fingers scparated)

18. catura

18, bhramare
(ring-finger and middlo finger
joining and slanting to the
right thumb jointly inside,
forefinger and little finger bent
over them)
19 to 23. (not known)

24, terinilat
(all fingers spread out and bent)

89 -



30. bdna (arrow) 24,

[little finger cxtended, other fingers joined
and touching the thumb]

31 .rdhasiicika (holf needlo)
[forefinger of kapittha hand raise]

25,

26.

dipam

(middlo finger stretched, fore-
" finger hent half)

pisacam (cvil-spirit)
[Except the thumb and fore-

fingers, other fingors stand
together)

. meynnilai

(Four fingers extended and thumb
over the forefinger)

28, dantam

30.

31

(Except thumb all the four fingers
stand separate)

. tlalai

(Middle finger and forefinger stret-
ched, thumb joins below them,
other fingers stretched)

kapotam

* (In the patik@ hand, the thumb
stands apart)

makara-mulham

(The thumb and the forefinger
stand erect and join, the rest
threo stand apart)



Abhinayasdarpana XNajya-iastra Silappadikiram
32, valampuri
(little finger and the thumb
ercet, the forefinger bent inside,
the others stretched)
33. pinds
(Tho forefinger, the middle finger
and the ring-finger join and
bend inwards, thurmab erect or
fourfingers joined and bend
thumb over thom. It is similar
to musfi)
The saniyuta hands are twenty-three or twenty-four in number in the Abhi-
naya-darpana, twelve or thirteen in the Nafya-édsira, and fifteen in Tamil works,
Abhkinaya-darpaya  avjali, kapota, karkefa, svastika, dola, pugpapufa, utsanga,
sivalinga, khatakd-varlamana, Larlari-svasiika, $akala,
Sankha, cakra, sampufa, pa‘a, kilaka, matsya, kirma,
vardha, garwla, naga-bandha, khafva, bherupda. (ava-
hittha is also added in one edition)

Nagyasiatra adjali,. kapota, karkafa, svastika, kafakavarlamana,
(Chapter IX, verses 8 ulsanga, nisida, dala, puspapuia, makara, gajadania,
to 10) avabh: ta, vardhamana

Tamil works .. aijuli, puspaijali, pedmaijali, kapota, karkalaka,

svastika, kataka-varuttam, nizada, lora, urcanga, puspa-

pufa, makara, Sayanta, abhayahastam and vartamina

The details: of iho fingers-poses relating to the combined hands (aan.ayuta)
gestures aro a8 follows

oL
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Abhinaya-darpaya
1. aiijali (salutation)
[two patdka hands joined palm to palm])
2. kapota (dove)
[two aiijali hands meet at side, base and
top] :
3. karksia (orab)
[fingers interlocked]
4. svashika
(two patéki hands joined at the wrists)
5. dola (swing)
[two patakd hands placed on the thigh]
6. purpaputa (flower basket)
[sarpa’irsa hands pressed close]
7. utsanga
(mrgasirse hand held touohing oppdsite
armpit)
8. sivalinga
(ardhacandra with left hand and #ikhara
with right hand)
9. Kataka-vardhamana
(one katakamukha hand placed on another)
10. kartari-svastika
(Kartarimukha hands are crossed)
11. ‘aka'a (chariot)

(bhramura hand with thumb and littls
finger extended]

Natya-sasira

1. aiijali

(same)

2. kapola
(same)

3. karkafa
(same)
4. svastika
(sane)

5. dola

(two pataka hands hanging down)

6. puspapuja
(same)

7. ulsanga

(aréla hands placed one an an-

other)

8. khataka-vardhamadna
(same)

Tamil rworks

1. adijali
(same)
2. kapota

(same)

. karkatakam

(samo) N

. scastikam

(same)

. loram

(snmo)

. pipufam

(samo)

. utsangam

(pirakai hand and ardle
standing on wrists)

. kafakavaruttam *-

(same)

hand

iL



12.

13.

14,

16.

17.

18,

19.

Abhinaya-durpara

“ankha (conch)
[thumbs of sikkara hands joined and fore-
finger extended)
cakra (disous)
[ardhacandra honds askance, palms in con-
tact]
sampula (oasket)
[The fingers of the cakra hands are bent]

. pasa

[The forefingers of the suci hand are bent
and interlocked]

kilaka
(The littls ingers of the mrgasirsa hand are
interlocked)
maisya (fish)
_[the patakd hands top downwards and
little fingers extended]

kiirma (tortoise)
[The ends of the fingers of the cakra hand
are bent except tlrumb and little finger]
varaha (boar)
[mrgasirsa hands one on another, back to
baok, the thumb and the little finger
intorlinked)

Natya.dasira Tamil worke
-y
2O
9. malare 9. makaram
(patakd hands with thumb raised (one kapota hand placed above
or turned down and placed on the other)

each other)

reve



20. garudu

(ardhacandra hands held with palms askance e vers
end thumb interlocked)
21. naga-bandha
(sarpasiras hands orossed) vers “eee
22, Ehatrd (cot)
[The thumbs and the forefingers of the vere e
cakra hands are left free)
23, bherunda
(wrists of the kapilthe hands joined) vees e
24, avadilla 10. avakitha 10. abhkaya-hastam
{two alapadma hands held on the chest) (two éukatupda hands placed in {snme)
the breast and slowly lowered)
11. nigadha 11. nisada
(left hond holding right arm (snmo)

above the elbow and right hand
touching the left arm)
12, gajadanta
(The sarpa jirie hands touching the
opposite arms hetween shoulder
and elbow)
13. vardhaména 12. varthamanam
{The mukule hand is clasped by (same)
the kapiitha hand from opposite
directions)
13. padmanjali
(both padmakoés hands joined)

€L



In addition to the asamiyuta and sauiyut
{called in Tamil tezhirkai or nirutlakai).
-used in pure nrita to add beauty, grace and e!
are sclections from the asariyuta and saniyula 1
in the Abhinaya-darpana, Natya-fastra-and T

According to the Abhi-
naya-darpana there
are thirteen nrita-
-hastas. .

"There are twenty-seyen
witta-hastas accord-
ing to. the Nafya-
Laslra.

T4

hands, there are the nrita-hastas
They have no special meaning and are
-legance to the dance poses. They
\ands and are enumerated differently
amil works.

svastila, dola, ajali, katakavartamana, Sakata,

pataka, 4 a,
pasa, kilaka, kapittha, Sikhara, karma, hamisisya and
alapadma.

caturasra, udvrtla, talamukha, svastika, viprakirna,

arala, katakamukha, aviddhavakira, sicyasya, recita,
ardharecita, uitana-vancita, pallava, wnitamba, keia-
vandha, lata, karihasta, paksavaicitaka, paksapradyo-
taka, garuda-paksa, dandapaksa, drdhva-mandali,
musfika-svastika, nalina, padmakola, alapallava, ulbana,
lalita and valita.

(Thus according to Bharata, twenty-four asaniyuta and thirteen samyuta and

twenty-seven nrtla-hastas make up sixty-four hand-gestures. According to the
Abhinaya-darpana, the total is fifty-one hand-gestures.)
According to Tamil caturasram, ulluvidam, talamulkham, svastikam, vipra-

works—thirty
{i.e., Suddhanandapra-
ka’am quoted in the
Silappadikaram).
‘There are the twenty-
sixnrtla-hastasstated
by Bharata plus gaja-

kirnam, ardharccitam, aralokatakamukham, avithavatti-
ram, sicimukham, recitam, uttanavancitam, pallavamn,
nitambam, gajadantam, ilatai, karikkai, pakkavancitam,
pakkapratiyogam, garudapakkam, dandapakkam,
ardhvamandali, pakkamandali, wromandali, wral-
parévardhamandali, mugtikasvastikam, nalinipadma-
kosam, alapadmaem, urpanam, ilalitai and valitai.

dantam, pakkaman-
dali, uromandali and
urah parsvardhaman-
dali,
Bharata  and, the
Tamil work describe
‘the nrita-hastas in
detail,

CARIS

According to Bharata’s Natya-$astra, caris are thirty-two in number and are
classified as earthly (bhauma) and heavenly (@kasa-gami). The Abhinaya-darpana
refers to carig. Thus the two works differ in this respect.

MANDALAS

According to Bharata’s Na'ya-fastra, they are twenty in number and are
classified as earthly and heavenly. But the Abhinaya-darpana refers only to ten

-mandalas. Here also the two works differ.
s
TE DF 4n E EX
Wit 0f "'UV,,' g THE END

ses 10, 23TV
Datbe Q)Zégjf /

" AN
N s~ // s

—






	2020_08_06_11_56_58
	2020_08_06_11_56_59
	2020_08_06_11_57_07
	2020_08_06_11_57_08
	2020_08_06_11_57_16_001
	2020_08_06_11_57_16_002
	2020_08_06_11_57_24
	2020_08_06_11_57_25
	2020_08_06_11_57_33
	2020_08_06_11_57_34
	2020_08_06_11_57_42_001
	2020_08_06_11_57_42_002
	2020_08_06_11_57_51_001
	2020_08_06_11_57_51_002
	2020_08_06_11_58_00_001
	2020_08_06_11_58_00_002
	2020_08_06_11_58_08
	2020_08_06_11_58_09
	2020_08_06_11_58_17
	2020_08_06_11_58_18
	2020_08_06_11_58_26
	2020_08_06_11_58_27
	2020_08_06_11_58_35
	2020_08_06_11_58_36
	2020_08_06_11_58_44
	2020_08_06_11_58_45
	2020_08_06_11_58_53
	2020_08_06_11_58_54
	2020_08_06_11_59_02
	2020_08_06_11_59_03
	2020_08_06_11_59_11
	2020_08_06_11_59_12
	2020_08_06_11_59_20_001
	2020_08_06_11_59_20_002
	2020_08_06_11_59_29_001
	2020_08_06_11_59_29_002
	2020_08_06_11_59_38_001
	2020_08_06_11_59_38_002
	2020_08_06_11_59_47_001
	2020_08_06_11_59_47_002
	2020_08_06_11_59_55
	2020_08_06_11_59_56
	2020_08_06_12_00_04
	2020_08_06_12_00_05
	2020_08_06_12_00_13
	2020_08_06_12_00_14
	2020_08_06_12_00_23_001
	2020_08_06_12_00_23_002
	2020_08_06_12_00_32_001
	2020_08_06_12_00_32_002
	2020_08_06_12_00_40
	2020_08_06_12_00_41
	2020_08_06_12_00_49
	2020_08_06_12_00_50
	2020_08_06_12_00_58
	2020_08_06_12_00_59
	2020_08_06_12_01_07
	2020_08_06_12_01_08
	2020_08_06_12_01_16
	2020_08_06_12_01_17
	2020_08_06_12_01_25_001
	2020_08_06_12_01_25_002
	2020_08_06_12_01_34_001
	2020_08_06_12_01_34_002
	2020_08_06_12_01_43_001
	2020_08_06_12_01_43_002
	2020_08_06_12_01_52_001
	2020_08_06_12_01_52_002
	2020_08_06_12_02_00
	2020_08_06_12_02_01
	2020_08_06_12_02_10
	2020_08_06_12_02_11
	2020_08_06_12_02_18
	2020_08_06_12_02_19
	2020_08_06_12_02_28_001
	2020_08_06_12_02_28_002
	2020_08_06_12_02_36_001
	2020_08_06_12_02_36_002
	2020_08_06_12_02_45
	2020_08_06_12_02_46
	2020_08_06_12_02_55_001
	2020_08_06_12_02_55_002
	2020_08_06_12_03_04_001
	2020_08_06_12_03_04_002

