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PUBLISHER'S NOTE 

This publico.tion canto.ins the three lectures delivered hy Sri 
K. S. Ro.mo.swami Snstri nt the Sri Venlmtcswarn University on the 
28th, 29th and 30th of September, 1962. I was put iu charge of 
editing and seeing the volume through the press. As I had 
been abroad for one yeo.r, the proofs were mostly read by Dr. 

V. Varadachnri, Sri K. Bhnskara Rao nnd Rri N. Nnrasimhnn Poti of 

the Sanskrit Department 

The University feels happy in bringing out this publication and 
hopes that the book will be fountl useful_ by general readers us well 
as those who hnvc special interest in Indian 1Esthctics. 

TIRUPATI, } 

17th February, 1966. 

E. R. SREEKRISHNA SAmu, 

Professor of San.~krit. 
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PREFACE 

My aim in this volume is to explain, expand and expntiate upon 
the Indian concept of Bc,u1ty and ~sthct.ics nnd its mauifositation 
iu the Fine .Arts of India. The great Indian mstheticians ant! meta­

physicians realized in their souls and taught in their words that the 
human soul, like the universe, is an a1!'sa (part or aspect) of the eternal 

immortal infinite blis1< (iinanda) of the Divine Lord. Lord Sri K~i;i.a 

says in the llhngavad-gita that the inanimate universe consisting of 

earth, water, fir<', air, ether, mind or intellect and psychic self-con­

sciousness is his aparii prakr# (lower manifestation) whereas the 
individual soul is his higher manifestation (para prakrti) and that the 
individual soul is u part or a1f1sa of Himself. My oiru 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 poet .John Keats in his poem Endymion: 

" A 1.'hing of beauty is a joy for ever : 

Its loveliucss increases ; it will never 

Pass into nothingness ; but still will keep 
A bower quiet for us, and a sleep 
Full of sw<'ct dr<'ams, and health, und quiet breathing. 
Thcrcfon•, on every mbrrow, are we wreathing 
A flowery band to bind us to the earth". 

MADRAS, I 
10th February, 1966. j K. 8. RAl\L\SW A~ll SASTRI 



ABBREVIATIONS 

AD. Abhinaya-darparµi. RG. Rasagangii.dhara. 

AN. Alcanant"i.ru. RP. ]:l k-prii.ti!Jiikl,ya. 

AS. Abhij1iana-siiku11talam. RV. 'J!,g-veda. 

D. Diviikaram. SA. Silappadikiiram. 

Dh. Dhvanyii.1.oJ.:a. SD. Sahitya-darparia. 

DR. Dasarlipaka. SR. Sangita-ratnakari,,, 

KD. Kiivyii.darsa. sv. Sisupa,lavadlta. 

101. l{avya--mimiimsii. TA. TaiUiriya-ii.ra?J,yaka. 

Kl'. Kavya-71rakiisa. TU. Taittiriya-upani,ad. 

KS. Kiivyalankiira-sutras. V. l' iT.,.,anwrvasiya. 

MBR. Ma Ttiibltiirata. VD. V 4riudhaT11WUara. 

ID>. M iirka1J~leya-purii1J1J. VP. Viiyu-purii~. 

NS. N ~ya-Aiislra. VR. V iilmih-Ranzaya1JIJ. 

PK. Peru1i1kathai. YU. Vciriiha-upaniqad. 

PP. Paripa,dal. YS. Yaj1iavalkya-smrti. 

PR. Prataparudriya. 



INDIAN A:STHETICS 

Lecture I 

THE ESSENCE OF INDIAN JESTHETICS 

/ .iEathetics is_the science of the expression in art of tlie seen heauty 
-of th!I universe. Tho sense of the beautiful is inherent. in man. A;;. 
Wordsworth says " We live by admiration, hope and lo...-o 'i (1'!,e 
Excursion: I. 1763). Even in primitive times, man ,lelighte,l in 
()rude painting, poetry, music nnd dance. Unlike the animals an,l 
birds which aro content with aJHl engrossed in the search of food aJ111 
sex-life, man seeks to know uncl master tho law of Natur,!. He has a 
passion for the diRintcrested pursuit of Truth for its own so.kc. His 
·emotion of love goes beyond the narrow bounds of sex-life and famil}­
life and delights in widening its grounds till it includes tho love of the 
-country, of the nation, of humanity and of God. We n111st, in th" 
Jangun.gc of the great English poet Tennyson, 

" Move upward, working out the beast 

And let the ape and tiger die "_ 

(In Memorium: CXVIII) 

In the language of Indian Pliilosophy, man has a pa~sion to ri~e 
.above tamogufJ,G and Tajoguf!,G and to give free play to his .~attmgutw. 

It is only then that tho inner eye of the intuition opens and he is able 
t.o sec the beauty of tho universe in a spirit of detachment, ,lclight .ind 
wonderment. Then ho desires to behold tho unsocn bcaut.y of C:1111 :uul 
fionr t.he music of tho 11phore11. 

" Heard melodics aro 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 Um) 
'' The light that never was on sea or land, 

The consecration and tho poet's dream'' 

(Elegiac Stanzas suggested by a Picture). 

" The unseen Boauty which no oye oan seo 

And the unheard music whioh no ear oan measure ". 
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/ Thus the search for beauty is an innate. 11,nd inherent passior, 
in every human being. -nut only a few original creative artists haw 
tho genius for seeing vil'ions of beauty and expressing them in on<~ 
fine art or an~thcr. ;But n.11 other pcrso~s _have_ a k_een sense of litera­
ture and art and can 'appreciate the great artists. They arc called in 
Indian ~sthetics 2,s rasikas or salirclayus (those who can appreciate 
and enjoy the beautiful)✓ 1Esthetics is ehtsivc · 1Jccause there· is 1 ,lt 

considerable subjective. a,n<l intuitive elcm.c~t in- ·resthetic valuati(!lf. 
Rhythm, symmetry, haqnony, proportion, beauty, grace, etc., are not 
mere m,-tcrnal appearanceR but arc external manifestations or' inn~.r­
spiritnal experiences. Beauty, Goodness and Truth are a Trinity 
in Unity and a Unity in Trinity...- It is this intcrlinkcdness of external 
and physical beauty with innate and spiritual _beauty _that is the so~l 
of rosthetics both in the West and the East, but its expression is more 
sweet and perfect in Indian .&thctics than clse,vµerc✓ · 

Profcssor·Knight Says: 
'' In the earlier times, the cause cif beauty slumbered, as it 

did in India, and amongst the Aryan races generally. It is perhaps 
the more remarkablo that it should not have awakened earlier in 
doing when wo rememb~r 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 
popular thesis and nature 0 worship.· .But there is scarcely a trace 
of feeling for the beautiful in Brahmanical or Buddhist writings 1'. 

Th~ Philosophy of tlie Beaut-iful: II, ·pp. 16, 1:7. 

\'inc,,nt 81Uith snys that the inhnbitnn,ts of lnclin. h!lve always bc<;,n 
•· Riugularly f,n<lifforcut to irsthctic merit and little qualified to disti; 1_ 

gui~h betwrr,n good and b;HJ nrt ". Nay, even Profcs.,or l\lax Mueller, 
who was a 'profound stiutl<•nt of the Vedas, :hns remarkod. " The id,,r~ 
of the lle::rntiful i-n Knturn <lid n.ot exist in the Hip.du mind. It is tlw 

same with their clt•scripti.ons of human beauty. They described what 
thry saw;. they praised certain feature11, but the 'Beautiful as such did 
~.ot exi~t for tb~~i1· !l'.<\y newr excelled in sculpture or f.au~ting ..... 
I Jir,y dul not mind g1nng a good ever so many arms to mdicate omrn­
potrncc . . · . It woul,l he quite impossible to relider tolial.an ill 
Saw,krit. ,'Soblimw means bright; pesala, variegnkd; ranw'{liya, plea­
Hant. 'l'Jw 1,enl\ty '?f 1mctry j,; P-xpressed hy miiclhuri, the SWCl•t things; 
Liu, lh•auty of ,iatun, 1,~· i;"b/iii, !iphmdour. Of course there is goddess. 
of lwaut:,·, Sri and J,nk~1t·111i. but th,,y are both late; and they represent. 



3 

happiness rather than simple beauty. Even this mongte evidence 
mny be used as showing what is essential for the development of the 
concept of the Beautiful. But it is strnnge nevertheless, that a peoplo· 
so fond of the highest abstractions as.the Hindus, should never have 
summarized then perceptions of the Beautiful". 

I can only say that it is strange that such keen aml well-informed 
interpreters of Indian c1tlturc should not lrnvo reo.lized tho.t Indio.n. 
resthetics has had a history of three millennia and more like Indian 
metaphysics, and that India reached the world's summit not only in 
metaphysical concepts but al~o in restbetic concepts. Ra11w11iya anrl 
ra1rv:11,iyafo., caru and ciirutii, sundara and soundarya express the 
concept of beauty as well as the Greek word tolialan, if not brttor. The 
phrase satyam sivam sunclaram expresses the essence of the concept 
of the unity of trutli, goodness and beauty. India. realized God as 
sat-cid-ii:nanda (Being, Consciousness and Bliss) and Rhowed truth, 
goodness and beauty as aspects of spirituo.l bliss (ananda). A famous 
.verse in tho Lalitopiild1yri11n gives us tho key-ideo. which links Indian 
1Esthetics. 

~ ~ lfflr ~ ~~~ I 
~ =q~dl<lf~ ~ ~: ~lf,qcfi ~ II 

(Let us bow to the good God Siva whose limbs are the universe, voice 
is all s1ieech and who~e decorative ornaments are the moon and the 
stars.) 

Evon in Art, man began by imitating No.t-urc and ended by trans­
cending Nature. Ile begun witlt the imitation of No.turc, passed on 
to the decoration of the snen a11d finally o.scondcd to the croative vision 
of the unseen. While Greece delighted in the beauty of tho seen and 
perfected tho arts of architecture, sculpturr, painting, poetry, drama. 
and dance in 11. spirit of imitation of Nature, India strained every norvc 
to behold the unseen and present it in Art. In Greece, Plato urged 
that our love of what is externally beautiful is duo to our Art's search 
for absolute and archetypal beauty. Plotinus carrilld Plato's ideas 
even further. But Aristotle held Art to be an imitation of Nature 
though the resthetic notion is pure, disinterested and universal. In 
medieval and modern Western art, we firnl attempts by artist:1 o.nd 
estheticians to puss Ll•yon<l tho soon. Goethe say,;, " Reuuty i;-;. 
inexpressible; it is a hon,riu~. flceting, and glittering shadow, whose 
outlines elude the grasp of definition". " Art is called_ art, simply 
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liecau·sc it iR not Noture ". Schelling says that Art conducts us from 
the vestibule of reality into the inm,rmost shrine and reveals the 
transcendental to our vision. /According to him, Art is its own autho­
rity an<l is original and creative. Hegel says that Beauty is the revela­
tion of the mind through the sensuous forms. Art is the divine super­
structure built on the groundwork nnd basement of Nature. Art 
docs 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 o.nd writers on Art. I may, 
however, refer to a few of them. The Frenchman Prere Amlrc says 
that there arc throe kinds of beauty: divine beauty, natural boo.uty 
and artificial beauty. Diderot says that Art cannot always imitate 
Nature because Nature is always changing and that a.rt 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 Leveguc, 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 cxcellrnco in painting. Leonardo Davinci 
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 seek to realize tho idea " which is tho goddess 
of Painting and Sculpture "./ Pagaro declares that Art consi~ts in 
uniting the beauties dispcr8c<l in Nature. Rosamini observes that wo 
discern beauty in the world of the real and sock to transcend it in the 
realm of the ideal. To Croce, Art is independent of Science and the 
useful and the moral., 

T n England, Bacon states : " That is the best part of beauty 
which 11 picture cannot express; no, nor the first sight of the eye"· 
He ,iays also: " In Art, we have" the show of things submitted to the 
desire of the mind", and" Art plPases by exhibiting an ideal more 
graceful to the mind than the things themselves afford ". Berkeley 
i;ayH that all minds have the ideas of order and harmony and proportion. 
•Sir Joshua Reynolds remarks: " Perfect Beauty, in my opinion, 
nm1-1t combine all the characters which are beautiful in the species". 

~ According to Coleridge, " Beauty is harmony and results from the 
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·pre-established harmony between Nature and l\ian ",/ Carlyle says: 
" In all the works of art, we discern Eternity looking through Time, 
the God-liko rendered visible"," All o.rt is the disimpriaoned soul of 
Fart " o.nd " Tho Fine Arts divorcing themselves from Truth are 
quite certain to fall mad, if they do not dio ". Ruskin stresses the 
vitally inter-connected chnractor of art, ethics and social life. To 
him beauty is spiritual and typifies the attributes of Goel. 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 Jones, the great po.inter says: 

·" It is the messago:the burden of a picture that makes its real value ". 
The grent painter Turner states : " The values arc 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: " Tho nrtist being a born lover of tho 
good, a natural breeder of perfections, clings to his insight. He has 
moulded existence into the likeness of thought and lost himself in 
that ideal achievement which, so to speak, beckons all things into 
being". /G. S. l\lorris says: " Art is not representation of something 
seen but tho 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, resthctic feeling excludes the feeling 
of ownership as well as utility and is characterized by harmony an,I 

• creativeness./ 

Art seeks to express its intui~ions by ndequato symbols. For 
instance, the straight lino symbolizes infinity, tho curve beauty and the 
circle the finite. Further, Art clelights in imitating Nature but finds 
.a greater delight in adding to Nature. Architecture, sculpture and 
painting deal with apace, 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 11.dcls wonderful colour-creations. In 
poetry, it seeks to express its visions of the ideal./ In music, which 
is tho most subjective of the arts, man frees himself from tyranny of 
nature. Mun alone has creative melody. Tho medium of music is the 
wonderful human voice which is odequatdy responsive to his innur 

· crcutivenc~H. Thus music is the most subjective of all the fine arts 
-and all arts nppeal to the universal and divine element in man./ 
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It seems to me that Indian lEsthctics 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 tho Invisible, Infinite, 
Eternal and Absolute Beauty of which the visible, finite, fleeting and 
changing nnd relative beauty of tho universe is only a.n imperfect 
manifestation. 

In the Bltagavadgitii (XII. 8), there is a significant concept. 
Sri Kr1?r:ia tells Arjuna, he cannot see the infinite beauty of Goel 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 tho Puru!Ja-sukla which is an exalted poem as well· 
as l'cligious scripture, tho poet-saint says: " I know the Great Being 
who shines beyond all darkness "-1 Tho Vedic seers realized that tho 
source of creation was God a~ Bliss (iinanda or sat-cicl-iinanda)'J. 

/The resthetic concept of rasa corresponds to the apiritual concept 
of iina11da just as tho reflection (pratibimba) corresponds to the original. 
Just as the white light is broken up by a prism into seven beautiful 
variegated colours, the spiritual iinanda shines refracted as nine rasas· 
in the human mind. The wonl rasa also is equated to ananda.8 Rasa 
is the resthetie perception of the beautiful. lEsthetic joy ia diainter­
cstcd and is supcrtcrrcstrinl (ulaukika) and is thus higher than sensual 
plcnsnrc. It is hence said to be cognate to braltmana11da (divine blissv 
The Sanskrit word for beauty is soundarya or ram,afJiyata (attraction) or 
ciirutii (loveliness) as already stafod above. It is called azhagu in 
Tamil. The great Sanskrit poet l\liigha says that the beautiful is what 
charms us in ever-now ways moment after moment.' Kii.lidiisa says 
in his great <lrnma Siikuntala that in our enjoyment of art there is 
also the clement of reminiscence due to our experiment of beauty in 
other birtl1s.5 All finite beauty is lmt an aspect of the Infinite and 
Absolute beauty of God. The poets and artists are creators ofloveliness. 

I. PurusMii.kta cf. TA. ill, 12.7. 
2. TU. III. 6. 
3. ibid, II. 7. 
4. SV. IV. 17. 
6 .. AS. V. 2. 
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. and give us creations rivalling and 1;urpassing the loveliness of Nature. 6 

Mammata says that .the speech of tho poem creates a world which is 
not fettered by tho laws of Destiny, which is of tho very essence of joy, 
which is self-existent and not dependent on any thing else and which 
brings into existence a creation shining with the nirie rasas.1 

It is also aptly said that while scripture commands like a king 
(prabliu-sammita) and tho Purii'l)as advise like a friend (suhrt-sammitn), 
Art chQ.rms us like a youthful, loving and . beloved wife ( kantii-

sammita ).8 ' 

The supreme rosthetician Bharata analyses tho rasa concept-. 
very clearly in his great and original weir~ Niifya-sastra. The works on 
rhetorics in Sanskrit are innumerable and show a remarkable evolu­
tion. I shall show later on how the rasa school was followed by the 
almikara school dealing with the figures of speech, the riti school 
which deals with style, the val,;rokti school which deals with tho in­
direct clogant expression of mood, the dll'lxmi school which deal" 
with literary suggestiveness and the aucitya school which deals witl, 
what is fitting o.nd approprio.to in expression. 

A BRIEF IDSTORY OF INDIAN lESTHETICS 

Nandikcsvara is generally referred to as the progenitor and patron­
god of Indian msthetics, just as Haniimii.n and Narado. are said to 
bo tho progenitors and patron-gods of Indian music. Rajasekhara's 
Kavya-mimiimsa9 makes Siva Himself tho fonndcr and teacher of 
rosthetics. Kiiliyapa and Vo.ro.ruci aro suid to have left works on 
aistheticR which arc not extant now, 

The earliest treatise on resthctics now available is Bharata's 
Naeya-sastra. Kalidii.sa refers to Bharu.ta. in hiR Vikramorvasiya 10• 

Ho says that Bho.rata referred to eight ·rasas. The number of 1asa.~ 
became nine afterwards by including santa-rasa. Later on, bhakti-rus,i 
was o.dded as ujjvala-rasa by Riipa Gosviimin. Later on preyas (friend­
ship) and ciitsalya (love for tho young) were included. Kiilida8:~ 
belonged to the first century B.C. as shown by me in my two volunrn1< 
on him published by Sri Vnni Vilas Press, Srirangam. Bharatu wa~ 

6. Cf. Uh. p. 498, Chowkhrunba edition. 
7. KP. I.I. 
8. Pit. I.II. 
9. IOI. I. 

10. V. II.IS. 
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anterior to him and probably belonged to the third century B.C_ 
It was he, that elaborated tho concept of rasa. According to him,. 
there aro eight rasas: s·rngara (love), hasya (comic), karu?'a, (pathos), 
roudra (fury), vira (heroism), bhayanaka (terror), bibhatsa (disgust) and 
adbltuta (the mu.rvellous). The sthayi-bhava (dominant emotion), after 
having been stimulated and made enjoyable by vibl,iivas (principal 
stimulating causes), anubhavas (external manifestations), siittivika­
bhii.vas (prominent physical effects), 11.nd sanciiri-bhiivas cu.lled 11.lso 
vyabliiciiri-bhavas (ever-changing minor collateru.l feelings), becomes 
rasa.11 Viblu'ivas are either iilambana-vibhavas (principal exciting 
causes) or uddipana-vibhavas (accessory exciting causes). Thus rasa 
means resthetic enjoyability. Bhu.rata's aphoristic statement1ll sums. 
up the above exposition in what is called rasa-siitra. 

BhaHi probably belonged to the 5th century A.D. The tenth. 
canto of his kavya dealing with the Riimiiya?'a story is called the Pra­
:.-anna.kii~rJ,a and contains illustrations of thirty-eight almikaras (figures 
of speech). 

Bhii.maha is tho next great figure in resthetics and rhetoric. In 
his Kiivyiifmikiira, ho elaborates fully tho theory of the alankiiras 
(figures of speech). Dnl}.{jin, the author of Kavylidarsa, belonged to the 
same epoch. The next great figure is Udbha ~a, the author of the 
Alankiira-siira-samgraha. He flourished about 800 A.D. In his work. 
he dealt with forty-one figures of speech. Prntiharenduraja has 
written a commentary on it. 

Vumu.na's Kavyiila1ikiira-sutras and his Vrtti ure of great vnlue. 
Ho affirmed that r'iti (stylo) is the soul of pootry.13 Ho belonged to the 
8th century A.D. 

lhulru ta, who wrote the Kavycilmikiira, belonged to the 9th century 
A.D. RudrabliaHa, tho author of Sr1i9cira-tilaka., probably belonged 
to the 10th century A.D. 

Anandavardhana's Dlti-anyli.loka (9th century) is the mastor• 
piece of resthetics ancl rhetoric. This work is diviclod into three parts, 
namely, kiirikas (brief statements), vrtti (expositions) and illustrations. 
Abhinuvagupta (10th century) wrote a commentary called Locana on 
the work. 

11. Ult. IV.I. 
12. Cf. N:::i. VI. 
13. KB. 1.2.6. 
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Rii.jdekhara wrote the Kiivya-mima,i1sii and Mukulabhaita the· 
Abhidhii-vrttimiitrkii. Bhatta Tauto.'s Kiivya-kautukdi and Bhatta 
Nii.yaka's Hrdaya-darpa'f)(J ho.Ye not yet been recovered. The former 
hold the viow that sanla-rasa was the most important of the rasas 
as it led to mok1Ja (spiritual liberation). Dhanaiijayo.'s famous work 
Da-sa-rupaka deals with Indian dramaturgy. Kuntaka who wrote the· 
Vakrokti-jivita held the view thnt i·akrokti (charming turn of expression) 
is tho soul of poetry. All tlH'sc authors flourished round about 10th 
century A.D. 

Ro.jii.naka Mo.hima Bhntto.'s Vyakti-viveka, Bhoja's Sarasvati­
ka'T)p1abhara1J,<1, and Sr1igiira-11rakiisn and K~emendro.'s Aucitya-viciira­
carcii and Kavika1½iibhiira'1J.(1, belonged to the 11th century A.D. l\fahima 
BhaHa attacked the concept of dlwani (suggested sense) and held 
that it is only an inference from the expressed meo.ning. ~emendra 
hold tho.t aucitya (appropriateness) is the essence of poetry. 

l\lamma~a, who wns n native of Kn.shmir and bolongod to tho lnt.ter 
ho.If of the 11th century A.D., is the author of the great work Kifrya­
p·ral,:iifa. Ruyyako., the author of tho Alatikiira-sarvasva belonged 
to the middle of the 12th century A,D. He wrote the Kiivya-prakaAa­
sanketa, a commentary on Mnmmnta's work, Ala,ikiira-manjar'i, a. 

commentary on the Vyakti-riveka, Nii/aka-min!iimsii, Sahrdaya­
mimii,ilsii and Almikiira-vurttika. 

Hemacandro. o.nd Vii.gbhata are well-known Jain writers on msthe­
tics. Hemacandra lived from 1088 A.D. to 1177 A.D. and wrote Kavya.­
nuAa.mna with Alaiikiira-cu<!ama~1i. Thu latter belonged to the 12th 
century and wrote Va.gbha~almildim. Tho works aro compilations in 
tho main. Amaracandra's Knvitii:raliasya and Dovosvara's Kuvi.­
kalpalata. belonged to the 13th century. Bhii.nudatta's Rasa-tarait-
9i1J,i and Vidyiidhara's Ekiiwili belonged to the same century. l\folli­
niitha wrote a commentary on the Ekiivali. Jayadevo.'s famous 

• Candraloka belonged to tho same century. On it, the great polymath 
Appayya Di1:~ito. .wrote a famous commentary called Kuvalayana 11da. 
Oitra-mimamsa and rrtti-rcirttika art' nl:-:o his works. In tho Kuvalaya.­

nanda, ho discussed 124 figures of speech, which is the largest number 
discussed in any work on poetics. Visvaniitha's Sa!titya-dar1m?la 
discu!<sed also dramaturgy in great detail. Ho also wrote Kiil'ya­
praldi.wi-da.rprqw, which is a commcnto.ry on l\lammata.'s work. 

Yii.gbhnj:a's l(cit•yiinuAiisana and it,i oommcntury Aliiilkiira-t-ilaka 
written by himself lrnlonged to tho I-1th century. Of the same era, is 
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Vidyiinatha's Prataparudra-yasobhiu;atut. In this, all the illustrative 
verses glorify the Kakatiya king Pratiiparudra. , , l\Ial)iniitha's son 
Kumii.rasvii.min wrote on it_ a commentary called Ratniipa7;1a in th~ 
15th century. 

The last great work on resthetics is Jaganniitha's Rasa-gmigudltara. 
In his Citramimamsa-ldia?Jr/,ana, he attacked Appayya Dik~ita's Citra­
mimamsa. Appayya Dik~ita's nephew Nilakar.itlm Dik~ita defended 
the Citramimainsii in his Citramimiiinsu-do!]a-dltikkiim. 

Other works on poetics are Kavya-pradipa of Govinda, Bhava­
prakii.sanam of Saradatanaya, RasaTlµlva-sudltakara of Singalihiipala, 
Nata,ka-candrika and Ujjvala-nilamati,i ofRupa Gosavamin; Almikiira­
Kaustublta of Kavi Karr.iapura ; Kavyacandrika of Kavicandra; 
Alankara-Kaumudi of Vallabha Bha ga, Almil.:iira-sekltara of Kcsava 
l\Iisra, and KamJa-dar'JXltW. of Rajacii<}.ii.mai;ti Dik~ita. Acyutarii.ya's 
Siihitya-sii.ra belonged to 1831 A.D. 

P. V. Kano's oxcollcnt edition of Siiltitya-darpt1't}ll gives a list of 
872 works on resthotics. l\lost of these aro not now extant. I found 
in the Saraswati Mahal, Tanjore, some other works on resthetics and 
also some works on erotics. The Tamil work Da'IJ,q,ialaiigaram is 
based on Da1:11jin's Sanskrit wort 

The various schools of resthetics in India show how Indian resth­
cticg, like the Indian metaphysics, has had a continuous evolution for 
many millennia. l can do no more than refor to them here, because 
it is an intricate subject and I have discussed them elaborately in my 
-other works, Indian .iEsthetics published by tho Sri Vani Vilo.a Pross, 
Sriro.ngo.m, and The Indian Concept of the Beautiful. In the former 
work, I said: 

" The later development of resthctic doctrine was in the direction 
of rasa and dhvani. This was inevitable. In Indian msthetics as 
in Indian metapl1yaics the progrcsRion wns towards the innermost' 
Joye of being. It rcacl1ccl the doct.rine of rasa in the former and the 
doctrine of aim.an in the latter. The later history of exposition of tho 
doctrine of rasa anrl dlwani and of the working out of the nature of 
rntithetic beauty from within outwnrcls ". (p. 84), Further, "To tho 
concept of msa, the dln:ani school gave au added grace by the concept 
of dlwani. Tho real charm of poetry is the clement of suggestion 
which enricheB tho rasa olcmeut. The rnsthetic elements of au1nkiira, 
,gu!la, rasa and dlwani combine to make kinetic our potontinl vasanii 
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{improssions) of beauty and emotional realization ; and the resultant 
•energy of resthetic enjoyment is the rasa-iisviula or rasa enjoyment 

. Such restbetic delight is different from the delight of the 
senses in which thero is the clement of sclfislmess of impulse and short­
age of duration. It is more akin to spiritual bliss but it is less intense 
.and less immortal than the ananda (bliss) of the soul. 

Thus dlwani is tho vyangyartha or 'the suggested scrum. Tho 
~sthotio mood (rasa.) rose from an ornament of speech and the soul 
(rasa.) wns afterwards found to be en.souled hy an Over.mu! (dlwa.ni). 
Dln:ani may further be vastu-dlwani (a suggested thought), or ala.nkara­
dln-aui (a suggested grace of cxpr('ssion) or rasa-clhvani (a suggested 
.aisthetic and emotional mood). The last is the highest of all. The 
gu11as and almikaras are the angas (limbs) of the suggested rasa. • 
The dhvani school says that gutw.s heighten Mfrt and alankaras em­
bellish rasa (·i&id., pp.86-90). 

Those various views woro given out aucl cmbcllishccl from time tu 
time. Viimaua14 says: Ritiratma kiivyasya (Style is the soul of poetry). 
\'isvanatha16 says: Viikyam rasc7.tmakam kii-vyam (Poetry is speech 
-cnsoulcd by rasa). Anundavardbana18 says: Kiiryasya iitma dhvani 

·(suggestion is the soul of poetry). Jagannii.tha17 says: Rama11iyiirtha­
_pratipiiclakn{1 sabda~1 kiivyam (Poetry is words conveying beautiful 
Hensr). These pithy aphoristic sayings give u:s t.he truth of.art visua­
lized from cliITPrcnt angles of perfection and arc not mutually exclu­
.eive or contradictory. But the summit ideas among them all are tho 
pratiblia (tho creative originality of poetic imagination) and rasa-dltvat1i 
•(suggested swcotne8s of poetic emotion). 

" If I may venture to suggest a principle of co-ordination of views 
·on these vital points of 1Estheties, I may say that m~a is the soul of the 
goodness of .Art ; ryaiigya. or dlwani is her lifo ; guras arc her mental 
qualities; snbdiirtl1a are her bocly; artl1ii/r11ikums are her natural orna­
ments such as brilliance of eomplexion, beauty of tresses, bcaut.y of 
forehead and eyes, dimpled chin, rosc-rcrl hloom of lips, lissom figuro 
.and charm of gait :i.re natural graces of womunhon1l and sabdiiluiil.-ii,ra.~ 
are her licauty of drrss and decoration. Any attempt to nxalt any 
-nne of the clmncnts at the expense or tu the exclusion of otl10rs 

14. KS. J.2.6. 
15. SU. I.I!). 
16. Dh. I.I. 
:17. RG. p. 6. 



cannot but stiiltify itself. The above analysis iis 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". (ibid., pp. 97,. 
98). 

I have already shown how in the case of a poet the most important 
trait is not learning (m,JUtpatti) or practice but 1iratibha (originality and 
creative imagination). Pratibha is defined as innate (naisargik'i) in 
Da~cjin's Kavyadaraa.18 It is the mental power which is capable of 
the ever-new forms of visualization and presentation. 

A well-known SanBkrit verse says that in the infinite cosmos of poetry, 
the creator is the poet. The universe is as it appears to him.111 

~ cfi (o<Hfo l°t ~: SJiil'(q fa: I 

~~ ~ ~ rn q fonia II 

The poet convert11 by the creatfre power of imagination the ordi~ 
nary terrestrial power of real \-ision (lokadharmi) into the super-ter-
reRtrial power of idealistic-like vision (nii?yadharmi). · 

The aspects referred to above arc excellently c:nmbined in a fo.mou;i. 
verse in Bhoja's Sarasvati-ka!'thii-bltaratw: 

~ ~ cfilo4'1in'i,l((in•~J?:14l I 

(~Hf.-ctcf cfifcr: ~ ctftfu sfrfcr 'it'~ II (I. 2) 

(The poet who cren.tes poetry which is free from icsthetic defects ancl 
full of fine rosthetie merits and which is full of rasa will get fume aucl 
satisfaction). 

I may refer also to two words, namcly,-siiliitya and sal17daya 
or rasika. Sii.hitya is not only the co-ordination of word ancl sense20 

hut also the companionship of the soul of man and the soul of po!Jtry. 
A sahrdaya or a rasik<t (art enjoyer) is the emotionally inseparable 
friend and companion of a kavi (poet). It is worth remembering also 
that l\lamma ta says in his Kavyapra kasa that the upadesa of art is like 
the uprulcsa of beloved ( charming graceful and irresistablc). 

cfi"RmrfTIT~~ (I. 2) 

18. K IJ. I, 103. 
ll.J. JJh. Ill. p. 4!JH. 
20. K:ci. I. lG 
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He says also tha.t it destroys all inauspiciousness. 

~ (ibid.) 

I may mention also that Art is said to give all the aims of the human 
life at one and tho same timo. 

c- c- ft 21 -i:lij,cl•i'ii<i5SI I '-<I: (SD, I.) 

/ 1 may mention in conclusion that Indian mstheticians regard 
the dra.ma 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 a.ppcal. A 
drama is called a dr§ya-kavya. 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, 
de. In the words of Abhinavagupta, it is the enjoyment of rasa 
(msa-iisviida) that gives :esthetic joy and whilo wo have it in poetry 
we have in drama. tho summit of rasa-realization including nil it .. 
dements with the addition of the powerful element of visual appeal, as in 
t.hc words of the great English poet " things seen are mightier than 
things hoard ". The greatest of the classical poets of India. Kii iicliis1t 
11uD1B up thus the universal glory of the fine art of dance-drama. 

~c!Mlf+i~'41+1-if.-d W'1f: cfiRf ~ ~ 
(iaa1~~q1tict&lfacfi°t ~ ~ ~ I 

~ 101ft 4-c:1 w!i ~ lcfi-i:I fo:i mft ~ 
ifrclr f4'i'l(!~;iirtfll .,tat41~.._.; <tl+ll{lt4rl+I il 

... l& ... 

(Miilamkiig11imitra, I . .J.) 

(The sages regard it as the eye-pleasing worship dear to the Gods ; 
God Siva as ardlianifrifrara has shown its dual aspect in his own form. 
I II it we see life based on the three gu1,1as and full of the nino rasas ; 

and it pleases men who have diverse tastes.)/ 

21. SD. I 



INDIAN MUSIC 

Lecture II 

THE ESSENCE OF INDIA..."1-.l" J\lUSIC 

\Vo can understand and enjoy tl1c essence of Indian music un<l 
dunce best if we understand tho cssenco of the Indian fine arts a!! a 
whole and of Indian resthetics. Art is the manifestation and expres­
sion of beauty and 1Esthetics is the science of artistic self-expression. 
In India, art has always been an ally and illuminator of rt:ligion. Sangita 
(music) was regarded as a clrnrming and easy path of yoga (union with 
God). Yiijnavalkya says: 

qjuj let iqiict,cm: "-'I fo;.i 1fafct:d I (q: I .., 
~WTW:Jffi.f lTT~ ~ ~ II (YS, III. 4. 115) 

(Ile who knows the truth about v'i!TJ,ii-play and tho science of srutis, 
ju.ti and Iii.la (rhythm) treads an easy path of salvation.) 

Another fact which shows the same truth is tho statement about 
the four Upa-vedas (accessory scriptures) namely, Dhnnur-veda (the 
science of archery), Ayur-veda. (tho science of medicine), Gandharva­
V cd<t (the science of music), and Arthii-sastra (the sciunce of political 
economy). Somo hold the Vastu-sastra (the science of architecture) 
as the fourth U]Xl-vecla in the place of Artha-siistra. The significance of 
this ideology is that we must protect the Htato and make it wealthy 60 

as to make tho people live a life of health and j0y. Only then will 
religion make for happiness hero and boyond. 

The Hindu gods and goddl'ssos are inseparably connected with the 
fine arts. Goddess Snra.svati is described as playing on the titici 
with two hands and having a book and a rosary in tho other two hands. 
Nnt,:riija (an aspect of God Siva) is the deity of dance. Dak1;1il].amiirti 
play,i on tlHJ ri~ii,. 

8ri Tiiima is descriliod by Valmiki as a supreme mu~irinn. 

(VR, IL 35) 

So Y,as also H:mumii.n. Sri Kr~,:ia is the supreme diYino' flute-player. 
Ifo not only danced tho riis<i dance but also danc!',l on tho hond of 
tlrn serpent KiLliyo.. The Bhagavata29 describes Naro.do. as singing and 

22. Bh. I. 6. 38, 3!l. 
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also playing on tho vi!2a, tho song inteD.Eifying his devotion and de,o­
tion intemifying his song. 

The bhakti movement spread all over India from tho time of the 
Vedas and especially in the period of the ltiliasas, Purii!2a.rnnd.Agamas. 
In the medieval India it grcw',ery powerful. It is a strange fact that 
in India external rulc> went along with and was countorbalanccd, nay, 
o,·orrulcd, by inner freedom, power ancl hnppiness. In South India, 
especially in Tamil Nad, tho Saiva and Vai1g1.ava mystics took the 
new mnnifcstation 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, Tyiigariija, Muthusviimi Dik~ita 
and Syiima Sastrin lifted Indian music to sweet and sublime spiritual 
heights. So did Tukiiriim and l\lirii Bai, Caitanyo. and othNs, in 
Westorn and Northern India. Thoir music expressed itself in diverse 
forms such as ablwiigas, krtis, kirtanas, ta.ra1igas, padas, etc. The so­
called Hindustani music is not in essence different from the so-called 
Co.rnatic music, though they diffor in form. Carnatic music docs not 
mean that it is a product of Kan)iito.ka but means merely the southern 
style of music which is loyal to the essence of Indian music. Similarly 
Blzarata-nii[ya of Tamil Natl is more in accord with Bharata's Niitya­
siistra than the other styles of Indian dance. In Hindustani mu::;ic, 
m1 in the North Indian dances, there was the Porsinn influence at work. 
Amir Khusru inwntcd the sitar for such music, while South India. 
kept up tho t:i!2ci. In North Indian music, each r(ign has 11 presiding 
god and each riigii;i has a presiding goddess. The divinity presiding 
ovor each riiga. i8 minutely described in regard to its form, function and 
power. It is said also that ouch tunA hns its npproprinto timo of tho 
day and season of the year for expression. Ench riign is a melody­
mould and has its ascending and descending notes a~cl its jiva-svam 
(life-note). 

It is noteworthy that Indian music and dance influcnrr.d not only 
South-Enst Asia anrl especially the islancl of Dali, hut also the world 
to tho west of ln<lia. The Greeks thcmseln-s attrihutod much of their 
music to India. (See strabo, X. lll). Their music resembled the 
Indian music in the rcnlization of the relation of music to emotion 
and of tho intcrrdation of art, morality and religion. They also 
know, like Indians, the curative and thorapoutic power ofmusio but the 
Indian11 know hotter about tho spiritual valuo of music. Their musio 
divides tho octave into twonty-four equal intervals while Indian 
lilUsic is based on twenty-two intervals. 
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Indian music classifies the units of sound as viuli (sono.nt), sa1in·iidi 
(consonant), visamviuli (dissonant) and anuviuli (assonant). A 
wcll-Jmown Sanskrit verse says that sruti is the mother and laya is 
the father of music. The ancient name for a muHicnl mode is mur­
chana. Kalidaso. refers to it in his famous drama Miilm:ikii.gnimitra. 

~ff~~9f@qf.4qfq <lc~I 

~~~rlAtfu (I. 20) 

The ancient griima-miirchanii-jiiti system was in vogue o.t first. Later 
the concept of varied ragas became dominant. It led Inter on to 
f'aga-ala'JX7,na and manorlharma-sai,,gita in which musician's origino.lity 
of min,l and creative exposition of a raga had full piny. 

Indio. has investigated also the interrelations of raga (tune) and 
f'llS<t (emotion). In tho West, Collins' famous poem on The Passfons 
brings out the so.me fact. (The English Poet,s, Edited by Ward, 
Volnmn 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 f'iiga 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 raga, Mukhiiri, is parti­
<mlarly fitted to express the emotion of grief, sorrow and melancholy. 
Probn hly much depends on the intuition of the artists and their success­
ful expression of emotions by particular tunes. We see the same 
truth in poetry also. Kalida.so. expressed Re.ti's emotion of grief in 
the l'iyogini metre in his epic poem Kumara-sambliava. After reading 
thosn verses, we reo.lize that that metre is the most o.ppropriate vehicle 
for ,n1ch emotion. Kalidiiio. o.ppropriately uses, in his poem Meghn­
.m ndesa, the .Maniliikrantii metre (the name itself suggests slow move­
ment) to express the moods of longing, reverie and melancholy. In his 
Nii.Jya-siistra, Bharata throws light on s-varas, ragas and rasas. The 
matter hu.s to be fully investigated by musical experts hereafter. 

Indian music diffon; from Western music in some vital respects. 
Indian music is horizontal and delights in successive notes while Western 
music is vertical and delights in simultaneous notes. The Indian 
musician is absorbed in the dasa gamakas (ten grace-notes), riiga-iilapana 
(musical improvisation of tunes) and tiila (time-measures). The 
essence of a riiga deponds on its jiva-svara (vital life-centre note), 
its n1iircliana (melodic frame-work) and its saf£ciims (characteristio 
note-combinations). The riiga-iilapana gives the widest scope for the 
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improvisation of melocly. The Indians used not only tones and semi­
tones but also quarter tones. Rev. H. A. Popley says: " The strange 
and fascinating graces or gamaka have a. great deal to do with the 
·haunting beauty of Indian music". (Tlie Music of India. Chapter 
VI, page 85, lines 1-3). l\'Irs. Mann observes: " I am told that 
all Indian music is melancholy. How can I convey to you the spirit 
which is sad without pain ? That is tho delicious melancholy of Indian 
music. Can a lover be joyful away from his beloved·? Can a musician 
Bing joyfully, really joyfully, while ho wanders on the earth ? Woulu 
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 separa­
tion?" Dr. A. K. Coomaraswamy remark'! equally well:" Its sorrO\v 
is without tears, its joy without exaltation. and it is passionate without 
loss of serenity ". 

~orth Indian or Hind11stani music and South Indian or Carno.tic 
muHic 11.rc both Indian in essence 11.nd 11.ro alike in the vital aspects 
though, apparently, diverse in form. Tho latter flourished in South 
India whore Muslim conquest did not extend and has been fully loyal 
to tho classical Indian traditions, wherea!l the former felt the influence 
-of Persian and Arabic music. It is natural that each should be loyal 
to its traditions a.nu ideals. The similar differences arc found between 
:the South Indian Bharata-niitya and the North Indian styles 9f dance. 
In Hindustani music, drupiid is sung in slow tempo whereas khyal is 
light and quick in movement. The drupiid required the use of three 
·octaves and there is an old saying to tho offact that only a man who 
has got the strength of fivo buffaloes can :iing the drupiul. TLo voico­
prouuction is cnrofully attondcd to in"the Hindustani nurnic, whoroll8 
'Carnatic music and especially the music of its supreme masters excel 
in si-ara-singing, 9n111.akas and sa1igatis. Tumri, tappa and glw::o,/, 
.are other North Indian musical forms and stylos. 

llodcrn South Indian music begins with Purandaro. Das, the 
famous Ko.I1J.~taka composer. It is said that he composed 4,75,000 
krtis (songs). He was a great devotee of God Viiihala of Po.nuurpur 
.and his devotion to God is as wonderful as his mastery of music. 

The devotional life-centre of lurlian muHic is seen with its full 
be11.uty and power in Sri Tyigaraja's songs which exhibit the perfection 
of beaut.y, art ancl ,lr.votion. He snyH nadopiisana (worship of CTod 
manifested as sound) is the easiest and most pleasurable path to 
l>catitude. His songs nada-sudltii.-rasa (the ambrosial flavour of music), 
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mol.:!}amu ga'ladii (is not mokija open to the path of mu~ic ?), svararaga­
:mdha-rasa (the ambrosial flavour of svara and riiga), sobhillu sapta­
.wa mmu (tho shining scrnn svaras or notes), etc., show that wo can 
rise to the realization of Onkiira-ncula and tho dasa.-niidas (ten divine 
sounds) culminating in the vi7Ja-11iirla (the sound of the vi~ii) and the 
veyu-niiJa (the sound oft.lw fluto) and thus attain the infi.n.ito and divine 
bliss of liberation aurl spiritual rnalization. Tyiigarilja's sublim~ 
devotion to Sri Riima 1Shincs in every one of his songs. Ho refers in. 
one of his songs to ramakatliii-sudliiirasa--piina (drinking the sweet 
nectar of Riim,r1.-kathii) and says that the oceau of the bliss of Rama-
7-..--atliii includes and transcends the essrnce of srngara-rasa (human love). 
His devotion to Sri Rama nscencls to tho heights of miidhurya-bhava 
and prema-bltakti from the lower Ateps of siinta, diisya, sa/,:ltya and 
vc7t,;alya. The other two member;; of the musical trin.ity of South 
India arc supreme composers and have given us wonderfully 
melodious songs. ~otrajria is said to havo 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 religion 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 violin.ist 
Yehudi l\lanuhin says : " The natural sensitivity of people combined 
w·ith their deep muHieal understanding makes tlwm an ideal concert 
audience . . '1'111' reaction of the Indian audience is quite difforont 
from thnt of Briti,d, or a f'outinontal audience. I folt that the people 
who c11mc to hear llll' iu India were sharing a common emotion. Al­
though many could have had little experience of western music, it 
seemed the~' had an instinctive appreriation of our musical values". 
As fur tho Indian musician, Mrs. ]Uan.n says, that ho seems to concent­
rate upon l,is very inmost ~idf in tho exercise of his art. Hill eyes 
dose often in pranrful cestacy. . . v 

THE E\"OLUTION OF INDIAN MUSIC 

Indian musie haci it.s origi11 many millennia ngn and has had a. 
continuous cvolutio11. Though it, has changed in tho courHCJ of tho 
ag<·~ in it~ maniful<lnei-s of l~velirn,B,,; and its charm of subtlety and 
.r,.uhtlcty of charm, it l\11.s maintained its spiritual appeal. Although, 
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there are differences i.~ form and ,·ariety-betw:een North Indian music· 
and Carpatic music, yet they arc at one i~ their beauty 1md spirituality 
as o.iso in their stress on grace-notes and o'n subtle variations of musical' 

form (sangatis). 

In the Vedic period mu.-;ical sounds were described as ltrasva 
(sl10rt), dirglia (long) and pluta (intermediate); anudiitta (low pitch),. 
udatta (high pitch) and si·aril<t (medium pitch). The- Siima-veda 
registers a further advance and mentions three musical scales. Vidyii­
r1u;1ya says that women also can accompany Sama-giina. E,·entually 
the scale of seven notes came in. The Variiha Upani~ad23 refers to 
sa1ig'ita, tiila and 1,a,ya. The artists fused them with the voice sthayi 
(registers) namely, anudiitta or mandra and iuliitta or tiira. Even in 
the llgvedic24 times, percussion, wind and string instrument~ were 
known. Tho 'fJ.k-priitiAiikhya25 refers to three octaves and seven notes .. 
The Yajur-veda 26 refers to 'L-iti.a, ve1rn, etc. 

l\lusic had a further evolution in tho epic ago. In the Rii111<'iy11?1<1 
we hear about· the pramii11as (tempos), vilamba (slow), 111ad!tyama 
(medium) and druta (fast) ; seven jiitis, tantri, 1,a,ya, rasa, etc. It 
refers in the Bala-ka1p.la,27 to yandlwrm-tattra (the science of music),. 
murchana, sthiJna, svara, gila, miidlmrya, gana, gayaka, geya and so on .. 
In the Uttara-!car<J,a, 28 where Yiilmiki takes, to Ayodhyii., Kusa. a.ncl 
Lava to whom he had taught the Ra11wya1J,G,, we hear about tcrnlri, 
Zaya, gita, nrtya, ta/a, etc. It is said that the boys Kusa. and Lava 
sang, to the accompaniment of instruments, twenty cantos of the 
poem every day ... Later on in tho epic age, tho ll:Iahiibliarata29 refers 
to the seven .,·vara.~ nncl tho 9ii11dl,i'ira-griima. The experts in musical­
theory and practice rose to the conc~pt of griimas (IJaifja-grama with 
the basic note sa; sairijabha-griirna with tho basic note •rl, etc.), which 
correspond to the jatis stated in the Rii111iiya1J,a. 

The Bl1agamta Pura?,a gives us the history of the divine saint 
antl singer (devarqi) whoso music exalted his devotion and ;,hoso 
devotion exalted his music, and who RWccteus and gladdens the human• 
life full of pa.in and grief. 

23. VU. II. 82. 
24. RV. VI. 47, 29 & 30. 
26. RP. XIII. 42, 44, 46. 
20. TA. I. 11. 
27. Vlt. lliln-kiii;uja IV-10. 
28. ibid. Uttara-ki1,l(J_a Canto 0-1. 
20. MBH. Sabha IV. 44-45. 
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~ ~qf¼~~~ lf: ~ ~111f;i..q;:i; I 

illlfif +tl~fa4 ~ (+ilkl!lrf( ~ II 
' ~ ' 

(I. 6. 39) 

Hanumiin was a great singer of the glory of God. So was N andikesvara 
-and Kasyapa. The latt<.>r is referred to in the Hrilayaingamii30 a com­
mentary on Da1;ujin's Kifoyii.darsa. 

The Marka'l}if,eya Purii.'l}a31 refers to seven jatis and seven jiitis. 
The Vayu Pura'!1a82 refers to IJaiJja, madhya111a and g<indhara gramas, 
.and forty-nine murchanas. Other Puriirzas and A.gamas also contain 
similar references. The Vayu Pura?Ja refers to seven svaras, three 
gramas, twenty-one murchanas and forty-nine tunas. The VitJru­
dharmottara83 refers to gita (vocal music) and t:ii.il,ya (instrument.a.I 
music). Its third part contains an elaborate treatise on poetics, drama­
turgy, music and dance. It refers to si·aras, three grii.mas, rii.gas, nine 
rasas and svaras for ench rasa, three layas, t,en jii.tis, viidi, samvadi, 
and anutiidi, and atodya. 

Later yet Bharata, the great mastor of the science and art of 
music, dance and drama, gives an elaborate exposition of them. He 
discusses what ra.~as are evoked by particular notes. He refers to 
l}atf,ja and m,adhyn111a jii.tis (griimas) each with twenty-two notes and 
also to i;vara, sruti and murclumii. Chapters 28 to 37 of his Nii.tya­
aii.stra contains a systematic exposition of music. 

Indian music l1nd further and higher evolution in the period of 
Bhoja's Sr1igara-prakii.Aa and Sarasvati-kaf')tl1abluirara and of Sarnga-­
devn's Sangila-rntnakam. While earlier works deal with music, 
drama and dance together, lo.kr works tlcal with them separately. 
In the Smigita-ratnakg,ra, raga system is evolved and there is a reference 
to thirty-five riigns. Later yet, we sec the concept of janaka-rii.gas 
(parental tunes) and up<i-ragns (minor derivative tunes). Then came 
the ra_ga-riigini-parivarn scheme (masculine tunes, feminine tunes and 
off-spring derivative tunes). The Hindustani music is based on this 
differentiation and classification. ProfcRsor P. Sambamoorthi points 
out that the terms Hindustani music an<l Carnatic music occur for the 
first time in Haripala's Sangita-sudltii,kara (14th century A.D.). Then 
Rama-matya brought, in his Svara-mel<i-kaliinidhi, twenty ragas into 

30. I-4'daya1itgami on KD. I. 2. 
31. MP. 23-61. 
32. VP, Ch. 86. 36 to 69. 
33. VD. III. Cb. 18 & 20. 
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·twenty-nine main scales (melas). Some time later in the period of 
Veli.katamakhin's Catur-da?Jt/,i-prakasika, we find a richer evolution 
"based on the sruti of twenty-two notes and twenty-seven melakartas 
,(bll.'!ic tunes) and the janya-ragas (derivative tunes). The Co.rnatic 
system of music is bu.sod on this scheme. Innumerable expounders 
of the theory o.nd a.rt of music continued this tro.dition and several 
royo.l patrons encouraged them. 

The modern Indian lnngungt's show a high excellence in mueic 
,and in the interlinkedness of music and devotion. The ancient 
·Tamil clnssic Pari-paif,a(-l' refers to seven palais (musical modes). The 
·great Tamil epic Silappadikaram35 is o. rich mine of ideas in regard to 
Indian music and resembles Bharata's Niif:ya-sastra. The Yazh 
was the most famous of Tamil musical instruments. It was similar 
·to the harp and looked like a drawn bow (jya). It was of four varieties, 
namely, the Peri-yazh with twenty-one strings, the Makara-yazh with 
seventeen strings, the Saka_ta-yazh with sixteen strings and the 
. .SengoUu-yazh with seven strings. The so-called yazh with 1,000 stringa 
was probably legendary. The Akananuru36 of the Sangam age refers 
to an elephant which came to destroy the crops but stood entranced 
·by the song in Kuru,iji-pa?J by o. girl who was watching the crops. 
The Peruin-kathai37 says that Ude.yo.nan's yazh-music fascinated an 
-elephant. The Silappadikaram refers to yazh, vira, flute and drum. 
It refers also to the seven notes of the octavo and various ragas called 
pars such as Kolli, Kuruifji, Tekkesi, etc. The Tevaram and Pralxrn­
-dham songs wore composed by tho Saiva and Vo.i1;1i:iava mystical 
saints o.nd singers in tho old pa!1s which are now given Sanskrit 
·names. Tho Tamil Jain lexicon Diiii.karam38 refers to twenty-two 
c.Arutis and two kinds of tunes, namely, those containing all the seven 
notes (pars) and those containing less and to twenty-nine pa!Js 
(ragas). There are also Tamil folksong types such as Cindu, Kumm£, 
Temrnii,ngu, etc. 

In Kerala, we find such names as Indira, I ndalam, Piu/,i, Puranim, 
etc. We find there the sopii,na style of singing in which a slow and 
majestic style of songs is found fitted for the expression of tho sentiment 
-of devotion. In the Andhra, Karnataka, Maharashtra, Gurjara, 

34. PP. p. 64. 
35. SA. Arnligotrukkithni 12 to 25. 
36. AN. 102. 
37. PK. JI-9-67 to 1m. 
38. D. p. 240. 
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Punjabi, Bengali and Orissa styles of music, we find special peculiarities 
and e'xccllences. In all the modern. Indian languages, we find a 
preponderance of devotional songs. 

Vocal music naturally preceded instrumental music. We have 
in India a wonderful variety of musical instruments. The Vedas 
refer to such instruments of percussion, os· d·unrlubhi, bltumirlundubhi, 
audumbara, vanas7mti and iigelwil'., stringed· im~truments like karkaTi 
and vc"inct (a lute which is said to have 100 strings), and wind instruments 
like tunava and niirli. The 'IJ,g-verla refers to mrrlanga, i•i?1ii, vam.si, 
iJarnaru, etc. The Riimiiya?1a and the Mahiibhiimta rcfor to bheri 
ilundubhi'., mrrlmiga, <li?uJima, sanklia, iinalca, gomuklw, etc. Bharata's 
Nii!ya-siistra refers to tata (stringed instruments), avanaddha (perc~sion 
instruments) like the drum, etc., ghana like the cymbals, and 'su~ira 
(wind instruments). He says that vocal music (gita) should go together 
and whirl like a lighted torch (aliitacakrct) and that sangita means 
such a combination. His opinion is that sine<' the voice of women is 
naturally sweeter than thnt of men, women should take to vocal music 
and men to instrumental music. 

In futurn India, there will be no royal patrons of the fine arts. 
India hns achieved independence and has become a Republic. The 
fine arts will hereafter be thrown especially on public patronage and 
also on State patronage. The music sabhiis all-round all over the 
country will channel the patronage of the public. The Central Union 
Government in India has established the Sahitya Academy, Sangita 
Nataka Academy and Lalita Ko.la Academy at the all-India level. 
Each State has got also its Saiigita-nataka-smigham. All these institu­
tions and their functionerics a.nd the public must bring a.bout a conti­
nuous progress in our ii.no arts. ,vo must preserve tho gmccs und 
glories of our fine a.rts unimpaired and ma.ke 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 verso, 
Ruch M the meeting soul may pierce, 
In notes with many a winding bout 
Of linked sweetness long clxawn out, 
With wanton need and giddy cnnning 
The mPlting voice through mazes running 
Unwinding all tho c]1ains that tie 
The hidden soul of harmony " ; 

and which can, 
" Dissolve us into ecstncies 

And bring all Heaven before our eyes". 



Th1>IAN DANCE 

Lecture III 

THE ESSENCE OF INDIAN DANCE 

All over the world wo havo crude folk-dance as ~ell as classical 
and romantic forms of dance. We have them in India also. Wo 
find tho figures of dancing women in tho ruins of Harappa and l\Iohenjo 
Daro. Tho subtleties of human emotion cannot be interpreted ade­
quately by tho folk arts, but cnn be done only by tho classical arts. 
Bharata-niitya 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 rhythms but not ::esthetic and spiritual 
themes and emotions. Western dances appeal to tho senses, whereas 
Indian ,dances o.ppoal mainly to tho spirit. Tho Indian artists ancl 
::esthot_icians renlizcd the inter-blending of ::esthetic emotional cxpre.~­
sions, musical improvisations, rhythmic time-measures and spiritual 
experiences as tho soul of the arts of music and dance. Bharata says 
in his Nii.#ya-Aiistra: 

~ ~ra ~ cITTi' ~ ~ ~ fcrmr~ I 
31 {-5 lei ,,t:;fiSI f cnf ~ ~~f~: II ... (XX.VIII. 7) 

(Thus vocal and instrumental music and diversified dance shou1d 
bo maclo by the dance-oxhibitors to whirl round like 11 ligl1tcncd torch.) 
Voc11l music, instrumental music and <1.D.nco in harmonious combination 
is called sangita : 

(SR, I. 21) 

A111ong the demigods and demigoddesses, the gandha11:as are the suprenH' 
sinJcrs and tho a.psara.s maidens arc tho supreme dancers. Among 
the divine sages, Narada and Tumburn aro the supromc ,·ocnlists nnd 
instrumentalists. Kings and princes learnt, ('spcci:dly poesy and rnui--ic 
r. nd were patrons of all tho arts. There is a legend that the kini: 
VikTamaditya was invited by Indra to lwnwn to divide a moot qucistion 
of 11rt betwc,m Rambha and Urvasi and that he gave l1is decision in 
favour of thP latter's viow. Tho triulitionnl sixty-four arts (cat11{1-~t1(1~i 
kalii.s) comprise of all the arts including industrial as well as the fine arts. 
We must tako it that the number sixty-four is illUBtrativc and not 
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exhaustive, because as civilization advances, new fine arta, 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 bharata means bha+ra+ta which 
stand for bhiiva (emotion), riiga (tune) and tiila (time-measure). 

~~~:~~~ I 
~ diclij~¾f ~ ~ ~: II 

This idea is found also in the ancient Tamil work on dance Bliarata-sena­
patiyam. It may be that this was only an ingenious way of analysing 
and explaining the syllables constituting the name bliarata, just as 
in the Sakuntal,a the name of Bharata, So.kunta.li's son, is derived by 
Kalidasa from blzara'l)(l, (protection) 

(VII. 33), 

The above idea. has gained currency in To.mil Nad also. Vedanta 
Desika refers to it in his drama Sankalpa-suryodaya and in his 
Hastigiri-mii,hatmyam. In the latter, it is so.id. 

LDG-aT ~ '1fil (3 61J LJfT QJ (!p UJ • QJ fT o; ~(3 61J {T fT 8i (!p UJ • 8i!T ~ jl (3 &It 

tf, rr m QP w u rr QI !T rr e; tf, rr m 1iu1; &rr QJ (§P, tf, u !T If, ll'rT ;ro jiu i, jJ rir· 
U1.J1-C31l.l UmTWJW {j)m8'1LfW $)$!/)LI Urr/To;~rire3(!!Jtil. 

The Tiruvilaiyiiq.al-purii~wm states the same idea. 

urr QJ(] wrr@ !T rr a; !f,rT6TT u51 We!;P rir gill 
ue;IT ~fiil@w eyHm/Du5l@Jrr LJfT/fJUJ 

It is thus clear tho.t from very oo.rly times, the Indio.n o.rtista reo.lized 
the inter-fusion of msthetic and emotional expressions, musical improvi­
sations and rhythmic time-measurns as the 80ul of the art of dance. 

ORIGIN AND GROWTH OF INDIAN DANCE 

The fine arts in India wcro inspired by religion and had their­
origin in the Vedas. This fact is expressly stated in Bha.rata's Nii.lya­
siistra and Nanclikesvara's Abltinaya.-darpmy1. In the Bhagavadgita, 
Sri Kr~r.ia says that ho is the Siima-veda among the Vedas. Tho 
Sama-vedn is the scripture in which the musical elcnmnt of cho.nting. 
i1c1 the a.II-important a.ml pivotal aspect. Gii,111ll1arva-i'Cllri including the 
Niitya-vedrt b one of the four Upa-vcdas (subsidiary Vedas). Ilhnra.tn 
says iu his Nii?ya-siistra that God Brahma took the dinloguo-elcmcnt 
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from the 1:_lg-vecla, gesture-clement from the Yajur-veaa, music-­
clement from the Siima-veda and the emotional element (ram) from'. 
Atharva-veda, fused them to create the art of nii#ya as the fifth 
Veda and taught it to Bharata and his one hundred sons. Abhinaya­
darpaJJ,a of Nandikesvara contains a similar description. This is the 
reason why the art of dance is called Nii.tya-•uecla. 

The ancil'nt dances au<l dramas took Vedic and Puriii;iic stories 
and dialogues as their themes. Many of those are full of vital, msthetic, 
moral and spiritual ideas and ideaIB. Even today such themes as 
the story of Indrn and the Devas in the Kena. Upam

0

l}ail, the story of" 
Naciketas in the KatJ,.a Upani$atl, tho story of Janasruti and Raikva, 
of Svetaketu, of Brahma, Virocana and Indra in the Chandogya 
Upan~aa, the stories of Yajnavalkya in the Brhadara~yaka Upan~aa, 
the innumerable stories in our epics nnd Purii'l)as, the later stories in 
our poems and plays, etc., form a rich storehouse of themes for 
dances and dramas. ' 

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

Art and Religion form tho higho~t 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 o. still more 
imperious urge to go within and beyond and explor<:> the realms of· 
the unseen and the unheard. This basic human urgo was felt ancl 
expressed earliest by tho human personality in India. The 1J.g-veda. 
refers to singers nnd dancers. In the Indian pantheon, gods nnd 
goddesses are described as devoted to· one or other of the fino art~. 
Goddess Sarasvati is the divinity of poetry and music and shows by 
her holding the book, tho -i:itici and the rosary in linnds that know­
ledge, art and devotion form o, unity in trinity and trinity in unity. 
God Siva as Nataraja (king of dancl'n~) and Goddess Uma arc the 
divinities of dance. God Dak~il)amii.rti (an aspect ot Goel Siva) ancl 
Goddess Syii.mala (an aspect of Gorlde~R Umfi) play on the -i:itia, Sri 
K~1_1a is the god of the music of tho flute nnd of rasali/a (congregational 
dance). Sn Rama is described in Valmiki's Rii.mii.yatici as o. supreme 
expert in and exponent of the art of music. 

Tho danco clnssics and dnnre traclitions of Tndin havo ha,J n 
course of their own in accordance with tho genius of Indian culture. 
ln other countries, the art of dnnce has been developed fo accordance 
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·with the genius of the cultures and comolinc~e of person and smoothness 
and rhythm of the movements of his bo<ly were prized highly. In 
modern Ballet dance in the West, we find many now and intricate 
physical rhythms. But such dances are wanting in msthotic themes and 
emotions and a.re disassociated from religion. Mr. Arnold Haskall says 
well : " Tho 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 clevo.tcd to the level of emotional self-expression and tho status 
of a. spiritual art. We find the figure of dancing women in the ruins 
of Harappa and Mohonjo Daro. In the "J!,g-reda,39 Ufas (the Goddess 
of Dawn) is described as being clad in a gay garinent like a dancer. 
The dances of Siva, Kali, Kr~Q.a, Gai;tesa. and the celestial Apsaras 
maidens arc described in Indian literature. I have already shown how 
13harata describes tho propriety of a prayerful attitude while construc­
ting tho dance-hall and while dancing there. In Indian temples, 
nrttn and niitya are a portion of the elaborate ritual worship. It is 
no doubt true that as the worship was public, darrcliisis were given 
the role of dancing in worship. But in tho pujii rooms in houses and 
placcB, family women offered nrtllt as a ritual or as a pastimo as in 
the case of Jayadcva's wife PadmaYati and queen l\lira Bai ofRajasthan 
who danced during worship and princess Uttara and l\liilavika who 

-danced to show the mastery of the nrt. 

MAIN WORKS ON NA'l'YA 

Having explained already the truo inwo.rdnoss of Western and 
Indian Art in gcncro.l, it will be o.n onl<y transition to probe and explain 
tho true inwo.rdncss of tho Indian art of dunce in the light of the 
-classical treatises on the subject. 

I, therefore, now propose to dwell in somr. detail on three great 
masterpieces in the realm of resthctics which arc also tho three supreme 
authorities about Bl1arata-nii{y11m namely Bharnta's Nii.tya-sastra, 
Nanrlikesvara's Bharatar?Jai-a and A hliinn.ya-cforpa~a;/ Tho oldest 
Jnrlinn work, nay, the oklcHt work in the world on the sul)ject, is 
Bharata.'s Nu.tyn-siistra as stated already. It deals not only with 
danring but nloo with music, poet.irs, ,Irama, acting and stage craft. 
It consist~ of thirty-six cho.pters and 6,000 verses. Bhnro.to. is 
reforrocl to with great respect o.s Blt11 mta Muni by Kalidaso. in hi.<i 
famous play Vikmmorvasiya./ 

39. RV. IIl.61- l 
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~~~:witm 
·+l<=!ojlSqlS2.('tli~: ~: (II. 18) 

..\bhinavagupta's commentary on it is a luminous exposition. Ho 
-callc; the work as Bltarata-sutras and the author as siltrakara. 

/in Bharato.'s work there occurs a fomous story about the art of 
nii?ya or do.nee. God Indra o.nd other gods, who had been entrusted 
l1y the creator with various cosmic functions, told him tho.t they 
desired tho joys of the much needed spirit of creative play in the realms 
,of vision and audition/ 

(NS, I. 11) 

"Thereupon the creator created tho art of do.nee as compnsmg the 
,essence of all the scriptures and as embodying all the fine arts. 

tj~~iif';!l\!i'tf+q,:;/ 'tf~f•HllSl<ldcf'>q 

;;m:.41¼4 q~ ~~ 11 ' 
' ' 

(ibid, I. 15) 

/ Bharnta says tho.t Brahma taught him nii/ya with tho following 
-objectives in his view. 

Art is not merely a pastime (vinoila), but should illumine the aims 
-of life, should be a source of instruction o.nd illumination, should 
,5oftcn the> ills and griefs of life, should intensify the pleasures and joys of 
,Jife, should exhibit the panorama of lifo, should teach what is auspiciowi 
for human life, should be a refuge from tho storms and miseries of 
-existence and should point the way to the highest life.I (NS, I. 75-86.) 

Tho second chapter of tho N~yli-sastrci deals with the shape11 
-of tho theatre or prela;a-grlia, (square, rectangular and triangular) 
focluding the green room, the stage and the auditorium. Chapter III 
<leals with the rmigapiijii or the ceremonial worship at the time oflaying 
the foundation for tho theatre and o.t tho time of opening it. Chapter 
IV describes 108 lmmtJ,as (poses) in niityn nnd thirty-two aitgahams 
'(combinations of two or more karat_t•ts) and four recakas (physical 
movemi:nts of feet, lips, hands and neck). The 108 karatJ,as are 
sculptured in the eastern and western gop1aa1,1s of the temple of 
Nntaraja at Chidambnram with appropriak nrses from Bh3.rata'R 
work (vcr~es 2G tu 263). 

Chapter \' dcalR "·ith the preliminaries snch as mn~ic, etc., prec4'­
•ding dunce a11tl <lrnmn. ,' Chapters Vl 1111<1 \" 11 d11al with tho most 
.important suhject of niitya, bhii.vas and r<M<t.~. I shall deal with tlwstt 

3 
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presently. Bharata mentions only eight rasas and does not admit: 
sii,nta a~ rasa.J But 9:t the end of his commentary on Chapter VI .. 
Abhino.vagupto, accepts it ns a rasa. Chapters VIII to XIV deal. 
with ii1igikabltinaya (physical gestures). Chapter VIII deals with 
the movements of eyes, eye-brows, nose, lips and neck. Chapter IX­
deals with finger-poses (liastabliinaya). Chapter X deals with the 
body movements (sarirabltinaya}, including breaRts, sides, hips, thighs 
and legs. Chapter XI to XIV deal with can;; (movements with one 
foot), kara't),as (movements with both feet), klw7J,q,as or combinations 
of kara7J,as and 1na1J,i/,alas or combinations of klia1J,<]as, etc. Chapters. 
XV to XXII proceed to deal with •vakyabltinayn (expression of emotion 
by words). Chapters XV and XVI deal with poetic metres, etc_ 
Chapter XVII deals with almikaras or figures of speech and with, 
beauties (gu?J,as) and faults (do~as) of stylo. Chapter XVIII deals. 
with all-Indio. Sanskrit language and the regional languages./ Chapter 
XIX describes tho musical notes (svaras) o.nd states what svaras mani­
fost particular rasas (ver;scs 38 an<l 39). Other connected topicH aro 
also dealt with./ Chapters XX and XXI· clcnl with the details ot 
dramaturgy, Chapter XXII with style (vrlli), the next chapter with 
iihiiryabltinaya (costume and decoration) and chapter XXIV with 
.,ii/lvihibhinaya (natural physical manifestations in men and women 
under the stress of dominant emotions). The latter deals also with 
the eight manifestations due to the prci;sure of kiima or love emotion 
and the eight types of heroine (ai;ta-niiyikas). Tho next chapter 
classifies the lovers of both sexes, and the messengers of love (rliUis), 
etc. Chapter XXVI c1Hal9 with miscellaneous abhi11nyr11;, like those 
clescriptivo of the sonsons, ·tho infinite and infiuiwly <liverso human 
emotions, etc. Tho theme for the next chapter iH the verbal and 
physical cxpres~ions of emotions (siddhi;;). I' Chapters XXVIII to. 
XXXIII deal with the vocal and instrumental music, time-measures/ 
etc. Cha.pt.er XXXIV <loscribe~ types of men and women, etc., whilo 
the next one describes tho varieties of drnmatic characters. Chapter 
XXXVI sums up the lincago and tho glory of the art and so.pi that 
the art will purify and intensify tho mind since it contains the essence 
of all tho Aii.slras, it will also destroy sin and make us virtuous (NS, 
XX..:"'\:YI, 7, ,-:). 

Numlikcsvara's Blwratii.n;iavti 

The Blwratiirr,:wi:a, attributed to Nantlike~vnra and edited by the 
well-known scholar 8ri K. Ynsutleva Sastri, has been recently 
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published by the Samswati :Mahnl Library of Tanjoro. The original 
treatiso is said to consist of 4,000 verses but this edition contains only 
1,200 verses. Some scholars hold that the Abhinaya-darparµi is an 
abridgement of the Bharatii.rt.1,ava, while others regard it as an independent 
work. It is no doubt true that in the classification of hastas, padabhe@s 
and sthanakas, tho Bharati'i.rt;iava is moro elaborate than the Abhinaya­
rlarpa?J,(I, nnd bns much in common with Bhamtn's Na,ya-si'i.stra. But 
we cannot infer much from that fact. It may bo that after composing 
tho big standard work Bliaratii.nyiva and dealing with the entire ambit 
of 1eSthetics, the author wrote a small hand-book or simplified manual 
by way of abridgement of the bigger work, to expound abhinaya_ 
In the Abhinaya-darpa?J,<1,, there is a story that Indra becamo jealous 
of tho daitya dancer Natanasekhara and asked Nandikesvara's help 
and that Nandikesvara gave him an abridgment of BharataT1J.,Gva 
in the form of the Abhinaya-darpa?J,<1,. The very namo Bharatan;wva 
shows that its author must J1ave been posterior to Bharata Muni, 
the author of the Nii/ya-sastm. Kiilidasn. refers to Bharn.ta as hns 
heen already mentioned, but docs not refer to Nandikesvnra's work 
as anterior to l1is time and attributed to the God Nandikes,·,ua 
who was an attendant on God Siva, the deity of Kalidasa's devotion 
and worship. Thus tho Blul-Taliirt_iai-a and .Abh£11aya-dar1x11J,<i of 
Nandikcsvara are po~t-Kali<lasa works. It is also noteworthy that 
in the onumrmtion of tho ten avatiiras (incarnations) of God Vi~Q.11, 
tho name of tho Buddha is not found in tho Abkimtya-darpa1ui. Some 
l'ura'l}/1s (Matsy<i and Bliii._gamta) includo him, while Jayadcva's Gita­
.'lovi?Ula places him between Kpg111. nncl Kalkin. \Vo mny tlrns assign 
Nnndikcsvnra to the thircl century A.D. It may bo that the 1111wo 

Nandikcsvnra is nn nssumcd no.mo ae ·Nanclill is tho insepnrablo 
attendant nnd follower of God Siva. ns Nntarajn, who is the supromc 
presiding deity of tho Art of Dance. 

While Bhamta's Xii.{ya-sastra says that 11rtta or puro dnnco is 
not rclntod to the exposition of ras1i, but is only an embellishment of the 
niilya, the Bharata1"1),am relates it to rasa. Bharata's work refers to 108 
kttra?J,<1,s and their combinations known as a1i9al1ifras, each miga11ara 
hoing only a portion of a dance sequence. But tho Blwmtar,µim 
says that each migahara, while being a blend of kara1).as, is a COlll}>lcte 
itom of dance a.nd evokes a particular msa. 

In tJ10 Bliaratar?wi•a, Chaptcrn l to IV den! with hnm! gestun,,; 
nml movements of the heat!, eyes nncl feet. Clw.pters I to III refer 
to twenty-seven asai'ny'lta (single-hand) gcsturcR, sixteen sa1ny11ta 
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(double hands) gestuxes, 226 nrtta-liastas (gestuxcs for use in pure 
dance). In regard to the ·asamyuta gestures, this work and the 
Abhinaya-darpara agree substantially, the latter work referring to 
twenty-eight asamyuta gestuxes. In regard to the samyuta gestures, 
the Abhinaya-aarpara refers to twenty-three w!1ile tho BliarataT?la'IJa 
refers to only sixteen. Of tl1ese, only seven have common 
names arid only six have identical description. In regard to 
nrtta-hastas, the Abltinaya-darpara classifies thorn into :five kindll, 
namely, upwards, downwards, to the right, to t,Jio left and in front, 
and refers to the correlation between finger-gesture and footwork, 
while the classification in the BliaratartµLva is different. 

Chapter IV deals with movements of the head, the eyes (ar~!is) 
and the feet. Bliaratarrava refers to nineteen movements of the 
head, whereas Abhinaya-darpatµL refers only to nine movements. 
The former work mentions thirty-six movements of tho eyes, namely, 
eight movements relating to tho eight rasas, eight relating to the eight 
stliii.yi-bha1:as, and twenty relating to the vya.bhiciiri-bhavas. Move­
ments of the feet a.re classified as five, seven and twenty-two. 

Chapters V and VI den.I with thirty-one stldi11akas or standing 
poses, namely, six masculine, seven feminine and eighteen common 
poses. Bharata refers to six masculine and three feminine poses and 
does not mention common poses. The Sa1igitn,-mtnakrira refers to the 
standing poses as thirteen miirga and twenty-two desi poses. Out of 
tho thirteen miirga poses, six are masculine and seven feminine. 

Chnptor VII donls with 108 tiilas. Thus tho sollukaUus in uao 
in tho Bharata-ni#ya in Tamil No.d have an ancient origin. CJiaptor 
VIII deals with ciiris or movements of limbs below the hip. It rcfors 
to nine aldiJa-caris and sixteen bhu-caris, i.e., movements on the 
ground. Bharata refers to sixteen movements off the ground and 
sixteen on the ground. The Sangita-ratnalcara refers also to d, /,i 
(provincial or local) ciiris. 

Chapters IX to XIV deal with variou~ types of pure <lance namely, 
migahara as a combination of eight, nine or ten li.·am?ias, each kara'fJ(t 
being a combination of poses and movements of tho bands, feet, head 
ancl eyes. The kara?zas are 108 in number. Bharnta refers to thirty-two 
aii!Jaharas. In the Bharatar1),ava, o.n migahiira is not n combinntion of 
/mranas but is a type of dance, cvoco.tory of a. rasa. For §riigiira-rasa, 
ther~ is the lalita-angahara; for vira, there is the vikrama-aitgaliara; 
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for karora, the karurika-migahara ; for adbhuta, the vi<;itra-migahiira, 
and so on. 

Chapters XI and XII deal with nine varieties of Arnga-nii/ya. A 
Ariiga-nii~ya is a combination of two caris and two sthanakas with an 
migahara. Chapter XIII deals with sapta-lasyam, the talas appro-
11riate to the five ta1.uJ,ava varieties of desi-nii~ya and their appropriate 
yatis, kara,µis, ciiris, tufos, etc. Of the seven dances, two are called 
tii?uf,ava and were danced by Si1:a and :five are lasya danced by Piiroa{i. 

The Bluiratan}ava-smigralia and Adi-bl1arata, which deal with this. 
topic, are available !n the Sarasvati l\Iahal Library, Tanjore. 

Nandikcsvara's Abltinaya-darpa?µL 

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. Ho published a. second edition in 1956 .. 
l\fanmohan Ghosh's edition appeared in 1957. In tho introduction 
to his edition, l\lr. Ghosh seems to hold tho view that the word prek~ii 
as used by Kau~ilya (4th century B.C.) and the words dr,fya-kamJa, 
ruriaka and '11<"itaka show 'that the Hindu plays were danced, and that 
in them rhythm and lyrical clements preponderate and there is little 
of realism or action. It sccma 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 nata means both an actor and a dancer. The plays of 
Bhasa, Kalidasa, Siidraka, Bhavabhiiti and other great dramatists 
contain dynamic dramatic action and do not contain any stage-direc­
tions about dancing oxcopt when danseuses like l\liilavika give dance 
performances. A play, like a dance cccital, evokes rasa but their 
modes and techniques aro as the poles apart. The expression naJa­

siilras is found in Par;iini (IV, 3, llO). They are ascribed to Siliilin 
and Krsasva. Pai;tini belonged to the sixth century B. C. Bhiisa's 
plays (3rd century B.C.) refer to words like cari. In Halo.'s Sapta-Aali ~ 
we :find the words nata and 1liirt·a-ranga. The word na/acarya occurs 
in the Aradana-sataka of 3rd century B.C. The word abltinaya means 
to bring near, i.e., bring a situation near to the mind of the spectators. 
This may be hy action in the case of the actor or by danco in the case 
of a dancer. The word is found frequently in the HarivainJa (3rd 
or 2nd century B.C.). In dance, iingika, viicika, iiharya and sattvika 
doments nre needed. But thny are needed also in dramas in other 
forms for bringing out intoru;ities of feeling, nncl these must go with 
action and ~peech quite apart from dance. It is thus clear that the 
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Hindu inind attained a clear, well-defined and well-domarco.ted differen­
tiation as between religion and art, and as among poetry, drama, 
music and dance. ·The mudriis in Tantric rituals involve symbolic 
gestures in their own way. Even in dance, it is differentiated as between 
rhythmic footwork cum movements of the upper livclierlimbs (nrtta) 
dance embellished by gesture interpretative of emotion (nrtya) cum 
abhinaya, and dance of which the interpretation of ovolution is the 
:ioul ancl • which i:i ombellishccl by rhythmic movements and gestures 
<:um ablzinaya. 

(DR, I. 9) 

The essence of the originality of the Hindu mind consists in its \·cry 
ea.rly realization, 2000 yea.rs ago, that abhinaya in its four-fold forms 
is diverse but one, and that all these aspects arc branches stemming 
from the trunk of bltava-rasa-dlwani, which is fed by the root of ananda 
(joy in creation ancl creative~css). Tho Hindu mind realized also 
that gila (vocul mu8ic) aml ·vudya (instrumental music), especially the 

I 
music of 11i?1i.i, verzu and 111rJ111iga, and nrtya (dance) arc inseparable 
.and arc a unity in trinity and trinity in unity. In combination, they 
arc called smigita or tauryatrika. The affinities of poetry, music and 
dance as also the affinities of natya. (dance), natya-natafo (duncc­
<lrama) and na?aka or rupaka (pure drama) arc also realized. In 
spite of the differentiation between the ritual, folk and classical daucus, 
there exist the basic inward elective affinities among them. Thus 
abliinaya (bodily movements and finger gestures) go with gila, 1qtya 

and nii!aka in diverse ways, and the outlines of each should not be 
blended with and blurred by the outlines of others. In poetry, the 
words expresHing emotion by suggestion predominate, in music, tho 
tune and in do.nee, the footwork cum abhina.ya. In drama., the words, 
their emotional expression as· well as looks and gestures relieved of 
the dominntion of rhythm, are equally important. India evolved also 
the unique art forms of Pura)J.ic recitation, harikatl,a and go$Jhi-bhajana 
(congregational devotionnl music) in which words and emotional 
expositions, music, gesture and dance arc intcrblcndcd in different 
proportions and with differentiated emphasis. 

It is with such a bo.ckground that we must approach, study and 
evaluate AbhiMya-<ktrpara which treats of i.ingikii,b/1i11aya, i.e., 
footwork, poims, looks and gestures, etc. These gestures and poRCB 
(abhi11aya and mudri.i) arose naturally but becnme surcharged with 
symbolism. 



33 

The Abltinaya-darpatia treats of various kinds of ge~tures aml 
footwork after treating about the divine origin and significance of 
-dance. It says that Siva, Sambhu, Gaud, Brahma, Madhava, Nandikes­
vara, Dattila, Kohala, Yajiiavalkya, Nii.racla, Haniiman, Vighnaraja, 
:Subrahma1_1ya, Bi.-haspati, Raval)a, Arjuna and U~a taught niityu 
to others. Brahma taught the Niitya-i·eda to Bharata who performetl 
nrtta, nrtya aml nii{ya with the aid of Gamlllfl.rvns (celestial singer~) 
and Apsarasas (celestial dancing maids) before God Siva. Siva had 
Bharata trained in Tiitu.la.w by Ta,;du the chief of his bkiitas or ga?ur-~ 

-nnd in lc7syn by his spouse Parvati who had taught it to Biil_lasura's 
-daughter U~a. The latter in her turn taught it to tho gopi s (milk-
maids) of Dvaraka. Tho ladies of Saurashtra got this from 
them and taught it to tho women of other countries. The niityn 
•can give us all the puru~iirtlias or aims of life (dharrna, artha, ka,111,11, 
.and mok,'!a), fame and majesty, auspiciousness, learning and skill ; 
'bestow on us benevolence, steadfastness, courage and rusthctic joy, 
remove sorrow, affiietion, misery, depression und duspumlcncy. lt, 

can give a bliss higher than the divine (bralm1ii11anda). Else, how could 
at fascinate the minds and hearts of persons like Narada ? 

.... fi ... ... . " cfii d511•1c44'tlllf1•4qc;.•~ Sfcf~ I 
~~ .. "'... . " 
"11'-.l'I~ fc:l{,5ltjfll 'i:f' c:fil (Olrf II 

~:(9lfoqi)ifif-1~c;.(elc;.fc:l..,@c;.c:fil(Olrf I ' 

arfi:r ~9"<.l<t.-c;.lf~c;_q+4~~ ffl I 

~ <t1<:c;.1c.1.-ii f,n,1f.-i c:fi:!4'-1.-lt~I 11 (.,ill, n-11> 

Nn111likesv11ro. clearly ilomnrcatcs 111(Ja, urtya, 11utya and mi/aim ns 
·state<l above. 

~ ~ ~ ~ 'A<lc:fi~IWI'! I 
+flqffll<t4@-i ~~I 
~ 1*4~-il<t lf~i'ffi 1.(;ll f4ie1iQ~ II (AD, 15-16) 

(Niitya and 1wtnl.:n have a traditional story as the theme, 11rlta 
Ihas no bluii·a or ab!tinaya. }irtya expre$ses rasa and bl1ava.) 

The work desr.ribes also the traits of the person who presides 
·(sabl11"ipali}, his ndvi!<er (mantrin) and the audience, (AD, l!}), tho ra1iga 
-(<lance auditorium}, the danseuse having two men with cymbals (Iii.las) 

on the right and two men with drums (111rda1igas) on tl1c left, and a. 

,singer between the latter, the srutikiira (drone) being close by. 8uch 



should be the pilrvarmiga. The danseuse should t,hen perform nrtya­
and singing accompanied by abliinaya full of bhiim and tiila (rhythmic­
time-mcasure). 

(ibid. 35) 

Tho abliinaya consists of iingika (by limbs), i·iicilm (by speech, e.g., 
poetry and drama, etc.), ii.harya (cost-umo and jewels), and siittrika 
(i.e., performed by siittvika-bhiivas (emotions) as cxperionrecl and 
represented by tho knowers of bhiivas). (ibid. AD, 39, 40)' 

The work then describes in detail iingika-abhinaya, i.e., the move­
ments of angas, pratyangas and upiingas. 

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

Pratya1igas: Shoulders, arms, b11ck, belly, thighs an<l lcgR. Somo· 
add wrists, elbows, knees and neck. 

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

The dynamism of dance depends on the movements of angas► 

pratyangas and upi1igas. 

qRl ilclii(~q Skll'fi~41-¼i·lll(fq I 

~~ 
'l'ho work describes the following kinds of gesture: 

(I) Nine gestures of the head; 

(AD, 18-49) 

(2) eight glances of the eyes and six movements of the eye­
brows; 

(3) four gestures of the neck ; 

(4) twenty-eight gestures by one hand (asmnyuta) and 
four more; 

(5) twenty-thrce:gestures by both hands (sa1i1y'll.a); 
(6) gestures to indicate gods; 
(7) gestures to indicate the ten incarnatiom1 of God Viig1u; 
(8) gestures to indicatt> the castes; 
(9) gestures to indicate the various relations (father, mothe11 

and others). 
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(10) thirteen nrtta-lwstas, and 
(11) gestures to indicate the nine gralias (planets). 

For all these, tYiniyogas (occasions and applications) are ala<> 
describer!. 

The work then -deals with the various poses, postures, gaits, eto.,.. 
depending on the feet. 

(1) ten ma,µJ,alas or standing postures; 

(2) six sthiinakas or resting postures ; 
(3) five utplavana.~ or leaping movemcntR; 

(4) seven bhramaris or circular movement.a and 

(5) eighteen kinrls of ciiris and gatis (gait~). 

The work says also that 11u1?1ifalas, utplavanas, bltramaris, ciiris· 
and gatis are innumerable and diverse (verses 322 to 324). They 
have to be learnt from competent teacher. The J'J.bltinaya-darpa1_1a 
docs not rcfor to the word /,(1.ra!w. It is a very clear, concise and 
valuable work on the art of dance. 

Sa1igita-ratniikam of SarngadcYn is a valuablo treatise not only 
on music but also on dance. Being much Inter than the works of 
Bharata. and Na.ndikesvara, it is more detailed and elaborate. It 
gives an elaborate description of lasyii.1igas and of tl1e movomcnts of 
the head, eyes, eyelids and eyeballs, of the lips, fingers and 
the 11rtta-lwstas. I may also refer to Haripii:la Deva's Smigita-sudhakara. 
8migila-t1iakara11d(/. wns written by Ycda Siiri in 1640 A.D. for instruc­
ting Sambhu, the brother of Sivaji, in tho art of dance. It describes 
in detail {I) ciir-is {moveml'nt,1 of tho leg8 upto tho hip), (2) 11uz1_1<!,tila8 
(combinations of ciiris), (3) recakl1s (movements of the feet, hip, han<l.s 
and neck), (4) hasta-kara!ws, karararlanas and calakas, (5) i.·ara?1as 
(Rimultaneous movements of hands nnd legs) and (6) miga11iiras (combi­
nations of ka.ra?las). A kamr11 is a. harmonious co-ordination of 
clearly defined movemenb1 of hancls nnd feet. Tho aif.avus in use 
today in the Bharala-nii?y" in South lndin are but fragments of the 
innumerablo reciikas, kara!zw,, Ptc., described in Bharnta's Nii.?ya-sastra. 

Tho Rasama11Jari is a manual giving instruction in regard to­
dance poses, gestures and movements and explaining the significance 
of the symbolism r.onrwch,d tlwrPwith. In works of the type, there 
arc olaboro.te classificntious of heroes (11iiyakn.~) and heroine~ (nayikiis). 
These classifications nre uvenJonn and hnv<• but little f!motiounl nppral 
in our days. l\1cn are cla!<sifie<l as anukiila (elevated husband), clak:/i?1a 
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· (loving many women), dhr§tn (roving lover often admonished) and 
-saPm (treacherous libertine). The books refer also to vitas (helpers 
in love) and viclii-~akas (jesters). The women are classified as s1fiya 
(wife), parakiya (unmarried or another's wife) and samanya (courtezan). 
They are also classified as mugdldi (young), madhya (adolescent) and 
pragalblta (matron). The parakiya is subdivided as guptii (concealing 
love affairs), viclagdl1ii (clever and skillful), lakgita (reokless), kuwtii. 
(pa~sionate and roYing), anusayana (fond of assignation) and muditii. 
(full of recollected happiness). Women are further classified as prO!Jita­
bltartrl-.:a (whose husband is abroad), klta't)l.litii (disregarded), folalta11ta­
Tita (disdainful and then penitent), vipralabillta (missing her lo,·er 
at the place of assignation), utka (eager), vasakasaJja (getting ready to 
meet the lover), sviidhina-bltaTl!ka (with an affectionate and obedient 
husband) and abliisarikii. (going to her lover's abode). A further 
classification is into uttama (the best who returns good' for evil), madh­
yama (the middle who returns like for like), and adlwma (the worst 
who returns evil for good). Tho saklii (feminine friend) helps the 
woman in love, just as the vi~, etc., help the man in love. 

LITERARY HISTORY OF INDIAN DANCE 

In the 'JJ,g-vecfo40 Goddess U§as (dawn) is described as clad in gay 
garments like a dancer. In 'JJ,g-vedic times, women practised music 
and dance. In the Valmiki Ra11tiiya'!la during the description of the 
royal entertainment provided by tl1c sage Bharadvii.ja to Bho.ro.ta 
and his army, there is a rcfcroncc to Narnda, Tumburu nncl tho Ga.n­
<lharvas ns songsters 0111I to various Apsnrnsas ns dancers (Ayodl1ya­
kii,~1iJ,a XCI. 4.5, 46). In tho Kil}kindlta-kii:rJiJ,a Svayamprahhi.i. refers 
to her dear friend Hema aR an expert in dance and music. 

(LXVII. 17) 

In tho Su1ulara-karu./,a while describing Riiva11a's harem, the poet 
refers to women who were experts in dance and instrumental music. 
(X. 32). 

1 n the later great epic llla11ii.bl1<iralau wo are told how Arjuna learnt 
the art of dance from Citrasena. and how during the incognito stay of 
the PiiJJ<Javnfl in Viratn.'fl kingdom, he as the eunuch Drahnnnala 

40. RV. IIl-61. 4. 
41. MllH. Vona ch. 46. 
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taught the art to Uttara, tho daughter of the king. Subhadra, the 
sister of Sri Kr~~a and the queen of Arjuna, was the reputed expert 
in the art. Besides, PaJ.Uni's42 (500 B.C.) mention of the Nata,-sutras, 
Pataojali43 (14.0 B.C.) refers to the dr.i.mas Ka1ilsavadlia and Bali­

. banclhana. 

Kalidasa's poems and plays also show: that Art has always been 
J1ighly prized and praised in India. It has been called by him as 

• divine food (nectar) of the soul and as tho swi~ m~ans of God-realiza­
tion. In a well-known verse in the Miilawkagnimitra, the supreme 
poet of India says : " The sages regard it as the feast for divine eyes ; 

· God Siva has manifested two aspects of it (lasya and lii?Jif.ava or graceful 
and vigorous aspects) in his form of feminine-masculine God-head 
• ( Umii-Mahesvara or Ardluiniiri.svara) ; in it we see the entire pageant 
• of universal lifo in its diverse and marvellous combinations of the 
three gu?JaS (sattva, rajas_ and ta111(!s) and it is the sole common 
source of joy to pcrsom; of diverse and contradictory tendencies and 
temperaments ". (I, 4). 

In Kalidiisa's heroines, 1\Ialavika was a royal dancer, Urvasi 
was a heavenly dancer, and Sakuntala was the daughter of a dancer. 
Iu his poem Kumara-samblwva (XI. 36), ho refers to the graceful 

• dancing accompanying music and full of bhiiva and rasa, by the 
Apsara~as. Re also refers to the vigorous dancers of Bhpigi and 
Kali (IX, 48, 4!J). The ritual dances in God Siva's temple in Ujju.in 
are also mentioned. (11:leglm-clii.ta, I, 3-1.) A.marakosa refers to iingika 
and siiUvika abltinaya. Tho classical works on i1a~ya, besides the works 
I havo ,liscru;sc<l above, aro Dlrnna11j11ya's Dasn-riipaka, So.nigadeva's 
Sangita-ratniikara, Saiigita-saramrta by Tulajaji (i\foharnja of Tanjoro). 
and Biilariima-bharata by Balarama Yarman (Maharaja of Travancorc). 
Vi:niu-dharmottara (about 5th century A.D.) and Agni-puraTJO, also 
give very important e;,,.--positions of abki11aya. 

In tho later centuries, WI) have many (so.id to be 4,500) pada,ns 
· (erotic songs) of K,etrajiia; the pad,i vartws of Yuvo.raliga, Purimala­
raliga, SaraligapiiQ.i, Venka~aramo. Sii.stri, Sri Thyagaraja's contempo­
rary Vadivelu o.nd others; the jiivalis (erotic compositions) in Telugu, 
Canareso and Tamil, etc. I may also mention here the javalis of 
Subbarayn, Dakshi1).ii1nurti and Pa Habhiramo.yyo.. A special mention 

-should ho_ 1_n11do of two poems which are o.,l mirably adapted for cxposi-
42. P. lV-3. llO. 
43. MDH. III-I. 26. 
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tion, by means of music and dance. They are· the Gita-go1:inda oi 
Jayadeva and KrP.UL-lilii-ta1a1igi1_ii of Na1iiyatia-ti1tha. 

The O§¥Jpadis of the former poet related to the love of Sri K~i;ia. 
and Sri Radha and were sung by the author Jayadeva himself. His 
wife Padmavati used to dance in his puja room to the accompaniment 
of his divine music. The Kr§?)(L•lilii-taraiigit_ii also deals with incidents 
in the life of Sri Knil}a up to his m1irriage with Rukmii:ii and contairuJ. 
not only songs but also svaras for dance recitals. Maharaja Svati 
Tiru.nal of Travancore also composed parla-vartias. Muttusvami 
Diki;iita composed a padam beginning with the words rupmmm"lci. 
Sri C. R. Srinivasa Iyengar has, in his learned work on Indian Dance,. 
referred to numerous composers of padams such as Govindasvami 
Ayya, Sobhanagiri Viiru, Virabhadrayya, Ghanam Sinayya, Kastiiri 
Ra:riga, Mallikii.rjuna, 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 n. mood of passionate devotion .. 
The total volume of padam literature is colossal and bewildering. 

Some of the Tamil poems of Muttu Tai;icJavar and Gopala]qg1a 
Bhsrati lend themselves to resthetio expression in dance. The famous 
poem natanam-iidiniir of the latter contains svaras for expression 
through dance. Other noteworthy poets are Madhurakavi, Mamba­
zhakkavirayar, Kavi-kuiijara Bhsrati and Marimuttu Pillai. The 
tilliinas 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 l\fodaliar and others. 
A sacred typo of compositions called kaustublunns consi11ts of dance 
compositions to the accompaniment of which dances take place before 
particular divinities. 

The riadams and jiivalis referred to above have sriigfira 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 rail!ed to. 
divine level. Even the former can be rendered in a dignified, noble 
and uplifting manner or in an indignified, ignoble and degrading manner .. 
The art of dance fell into ill-repute because courtezahe took it up 
exclusively and brought down its level. Now that kings, noblemen 
and their puppct.q huve vanished, it will be well to select for dance 
recitals such pa<lrtms al! l1avo an intor-fu~ion of srilgara nnd blmkti, 
with greater empha~is on bliakti than on .~r,igiira. Sex-life and tho lifo 
spiritual should be uni1icd 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 loading to purer 

joys of life. 

Inspite of such o. larger number of padmn compositions, modern 
audiences, who naturally crave for variety and refinement, are prone 
to find a certain monotony in their motifs and methods. WJ1cn Srimo.thi 
Rukmini Dovi learnt Bliarata-niityam onthusiasticnlly and won for it 
public approval and applause by her mastery of its technique a.nd her 
originality in representation, I requested her to take up KrPJ,a­
karnanvrta, Gita-govinda and Kumara-samblULva o.nd include them in 
her. dance-repertoire. She did so and succeeded wonderfully by her 
peerless creative genius. She then perfected the <la.nee-presentation of 
Kutrala-lmravanji. She has no,v taken up Viilmiki Ramaya?J,O, and 
has, with the help of tho great musician Sri Yasudovachar, given a 
Riitya-niµaka rendering of Sita-~wyaini:ara. The other great stories 
fo t.ho Ramiiya?J<l-, and tho equally great stories in the Ma.l1ii.bhiirat.ti, 
Bldi,gm:ata, Kalidasa's plays, Bhavabhuti's Uttara-mma-carita, Silap­
padikii.ram, Ma1J,imcHialai, Kamba Rii.11iaya1J,ii.m, Bharati's Pii.iicii.li­
sapatliam, oto., could bo rendered through dances and will enhance tho 
variety and beauty of Bharata-nii;ya hereafter. Srimathi Rukmini 
Devi hns completed the preparation of artistes to present U,;a-pari'T},(iya 
nnd has presented it in tho Bhiigai:ata-mela style. The two types of 
-dance, Bltarata-niilya us solo dancing and group dancing can flourish 
side by side, as solo vocalist music and orchestra (group music) can 
'flourish sido by side, both being loyal to the Indian msthctics. 

It seems to mo that in future, endeavours should bo made to procluco 
-further new poetic compositions for reprcsentution by clnnce by to.king 
up the life-stories of the Nayanmars and of tho supreme Sniva. Samayii­
caryas (1\IaQ.ikkavacagar, Sambandhar, Suudarnr and Appar) and their 
-compositions (Tirm.:ii.cakam and Tevaram), as well as of the Alvara 
. and their compositions (Dirya Prabandlwm). When such an attempt 
is 'successfully made, Indian dance in Tamil Nncl will have an 
unparalleled repertoire of poetic compoRitions suitable for representation 
in dance. 

The essential Aspects of Bliarata-Niifyam 

Two Tamil words, a<J.rivu an<l jali, contain the key to the clMSical 
art of Blw.rata-nii.tya in Tamil Natl. A<}avus form the alpha.but of• 
the language of dance and gesture. They combine quick footwork 
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and express finger-gestures. The word arl,avu occurs in verse 63 ox 
the Tamil work on dance c11lled Bharata-senapatiyam, though it is not 
found in the great Tamil opic Silappadikiiram. Tho word probably 
means tho union of music (isai) and rhythm (tala), as the Tamil word 
aiJ,a.i means putting together. The word aiJ,avu corresponds to the 
Sanskrit word kara?J,(1, which is made up of stl1iina (pose), ciiri (foot­
work) and nrua-liastas (finger-gesture). Tho ai/,avus arc said to be 
ten in number, each of them having tw~lve subdivisions. 

Jatis are various harmonious and rhythmical permutations and 
combinations of aiJ,avus in particular taT,as and narl,ais and are brought 
out by sollukka[f1ts (sound combinations). Tho svara (tempo) may 
be slow, medium or fast. Thus the harmonious inter-weaving of" 
aif,avus, sollukkaftus and st:aras form the jatis in a supremo work of art_ 

A Bliarata-natyam performance in Tamil Natl cornists of 
(1) al.arippu, (2) jatis1:aram, (3) sabdam, (4) va71Wm, (5) padam, (6) til­
Uina and (7) mangalam. Tho dnncc recitnl from alarippu to tilliina 
and mangalam is based on two urges, namely incrensing variety 
and diversity. This is a natural, charming and graceful evolution 
and has no parallel elsewhere in 1!1dia or abroad. The word alari'.pptt 
seems to me to moan the 'blossoming of 11 flower'. The unfolding of 
a bud into a flower is a natural evolution. Alar means a flower. 
Goddess Padmavati i~ called in Tamil Alarmel-rn,angai (the maiden 
seated on a flower, i.e., a lotus). The Tamil namo Alamelu is a shor­
tened form of the word. The great Tamil poet Kam ban in his immortal 
epic poem says that the face of llama, when ho hoard about tho royal 
decree of his going into oxilo for fourteen years, wns cnlm nnd lon,ly 
like a blossomed flower. 

Ji'ilJ rr Ji; If, GI e: Ji; to rr UJ m IJ m UJ ~ i, If, If, tli UJrr • 

(Kamba Ramaya7J,a, Ayodhyakii.n<la, 29.i.} 

Ala,ipr,u is an invocatory dance for about five minutes in whieh 
the artist invokes the blessings of God, the guru and the autlinnco­
for the success of her dance recitals by appropriate gestures. The 
jnti or dance-shorthand ti tai ta ti ta tai is the key of tho alarippu, 
which is a preliminary exercise preparing the body for the intricnto 
footwork and gestures, etc., to follow. Tho jatisvam.• arc in ono or 
another of the various riigas (tune) and tiilas (time-rhythm). Jatis 

• existed from the timo of Bha-rata·s Nii.{ya-sii.stra and mean time-mea­
sures. Svaras were added to them Inter on and mean musicnl notes. 
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Both fit in and harmonize with rhythmic footwork patterns, and' 
graceful gestures and movements of tho neck, face, eyes, eyebrows• 
and eyelashes. In sabdam, abliinaya comes in for tho first time. It 
glorifies God or a King. The sfihitya (poetry) will go with a short jati · 
and sollukkaUu like ta-tanam-dltum. The -i:artzam is an intricate,. 
elaborate ancl difficult work of art. It i8 a comparatively long composi­
tion and combines and blends poetry (siihitya) with svaras, raga, 
abhinaya and nrtta along with lovely and glumoro11S swing, sway ancl 
movements of the variollS limbs of the body and the body as a whole. 
It fuses bliiiva, raga and Leila. It is generally in one of the tiil,as, ata, 
rupaka, iidi, or jampa.. Thus aliirippu and jatisvara correspond to 
nrtta (pure dance), while in var-twin, padam and emotion (bltiiva), arc 
in a combination, called nrtya. A 1mrlam 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 or· 
the song may also bo in regard to the dh·iuc lover (God). The pailams 
arc in Telugu and Tamil. Tho Telugu p,ula.ms generally centre round 
God Kpg1a, whereas the Tamil pacfa.ms centre round God 1\-lurugn. 
(Subrahmal).ya or Kumaro.). In JJ(l(frtm, there is as much room for 
tho exhibition of originality and innate skill (manodharma.) as in niraval 
in music. Padams are generally in slow tempo. Tilliina 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 
dance-patterns full of tho joy of movement. Every acJavu is inter­
preted in slow, medium and quick tc,mpu,1. ,ve find in the tilliina 
a glamorous combinution of dnuce-pattcms and gestures and emotional 
nuances expreHscd by tho movements of the eyes, eyebrows and the 
neck. The tilliina is generally followed ty a Sanskrit verso or with 
the song 1wtanam a<]inar depicting the eternal dances of God Na!ariija. 

Dance in Bliarata-nci/ya 

The vigorous masculine type of dance is called Tiitl{lat•a. It i~ 
said that there arc seven types of t1it1t_lums, and twenty varieties uf 
miirga (classical dance) and si..-:tccn varic·ties of desi (popular dance) of 
lasya (the graceful feminine type of dance). 

Dance is classificcl also Ill'! nrtt,,, 11rtya and n(#y<t. Dhunaiijaya',1 
TJl!Aii-rupakti sny,i (I. D) thnt 1171/a is tiifo and la!J" (rhythm), 11rtya is 
based on bl1iiva, (emotion), and nc"i{ya i~ msn (rosthd ic enjoynwul ). 
'l'hc question is one of cmplrnsis. Tiila, layu, bltiirn nml rasa, exist in 
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:all. Tala and laya predominate in nrlln, bhifra in nrtya, and rasa in 
nli,lya." Nrtta (pure dance) consists of beautiful dance-sequences, 
-combined movements of the feet with the gestures of the fingers and 
is regulated by tiilas (musical time-intervals). It is pure dance consis­
ting of footwork, pose and gesture. Nrtya is dancing for exhibiting 
-bliava (emotion) by gesticulation without words. Natya includes 
words as well as abhinaya (gestures), footwork and pose for the 
purpose of evocation of rasa. Niitya-nii{,aka is a dance-drama, while 
1ziilaka ia a drama proper. 

Abltinaya in Blwmta-nli,lya 

It is in India, especially in the Bharata-na1tya, we see that the 
supreme function of the art of dance is tho expression of emotions 
{rasa.s), whereas dance elsewhere is only rhythmic movement. Abhinaya 
is the interpretation and externo.l expression of emotion by the eyes, 
.oychrows, eyelashes, fo.cio.l fco.tures, voice nnd tone, gestures, 
poses, neck and head movements, etc., which parts are beautiful 
in themselves and harmoniously combine into a lovelier whole as 
minored in the artist's mind and which will be a language us marvellous 
.and expressive as the human language. Bharata says that the prefix 
abhi (along) plus the root tii (lead) means tho carrying forward of tho 
felt emotion to the stage of expression of emotion. 

~ ~--~: ~ 'J/,cJ.ll:4f-1oi4 I 

~ w-T ifll@ Q~: ~: II 
~ 2H-'11-c'<t" '11'111!1i1_ ~ wrrr@": I 

ffl<.9 I i!j:'i41 i!j·ij$'tti,E-ijf'1 l~f~: ~: II (VIII, 6-7) 

:i\lallinii.tha says in his commentary on the Kiralarjuniya that 
<tbhinaya is a movement manifesting emotion and the joy of emotion. 

(X. 42) 

While the movements in pure dance are largely controlled by rule! 
and conventions, there is full scope for originality and imagination in' 
abl1ina.ya. Of course, even in 11rlla, dignity, 1Jeauty, charm and grac6 
arc no less important than adherunce to rules nnd convcntioll.'l. Ilut 
in abliinaya, them is for more room for freedom, imaginatiou 
creativeness and originnlity. We may apply to it the words of 1\lam­
mata in the Kavyaprakasa. The poet's genius creates a world which is 
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not b'ound by the fetters of Destiny, which is of the essence of joy and 

independent of every thing else and which shines with the nine rasas. 

Rt! fatidf<t4'1 <f@ i ~ 1acfi'141'1iii-ljq <a.-7114! I 
iic:i(ijfif-.:t<i f-tf4fo'll~'t(ffi" +rroIT cfi~~4fo II (I. 1) 

Elaborate rules have been la.id down in Bha.rata's Nii4ya-Aii.str1.1, 
:md other work'! about the four aspects of abliinaya and about the 
various movement.~ of the body from the foot to tho head. The,;e 
aspects heighten the resthotic appeal of dance. 

Teacher in Indian Dance 

The highest msthetie joy results when the acarya (teacher), 
artist, audience and auditorium havo o. harmonions inter-relation. 
Kalidasa says in his play Malavikiignimilra that some dance-ma.stern 
are exports in tho art but cannot tench well while others tench well 

but may not be great experts and that tho bost teacher is he who is a 

great expert as well as an able teacher. 

~ ml' cfif4f-i:1~11:'HiN1 
tj *I I f .-d (i-lj f4 fq ~ 1:1 $'ffi I 

~~~Mmurt 
~ Slfo1S614P-ldolf ((cf II (I. Hi) 

'The Ablti1wya-1Ta.r1xtt'/,11, says that tho teacher sh011ld be handsomr, 
well-spoken, bole!, capahlo, or goocl-birth, lcnrnccl in the rosthot.ir. 
science, with a sweet voice well-versed in vocal music, instrumental 
music and dance nncl endowed with ability nnrl originality. 

In the Tamil epic Sifopprrcl-ikamm (Ara1i!fl'll"llkkiitlu1i 12 to 25), it i~ 
Bo.id that, the danee-mn~tcr should h., a master of the two t}7>cs of 
-a.lwkkutlrn (dance), miirga (clnssical) an,! ddi (folk ,lance) and 11];-;u of 
the vo.rious other kinds of dances (11/liya 116, kw_lnm, pami, koduko!fi, 

• 
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paml'!J-tailuam, Tcu,Jai, tui!,i, Jiili, marakkal, ma.l and ka<!ayam) n.nd of' 
diverse songs and of all the talas. 

{j (!!jGll a,o;o; o;,. ~ fiJ1 ~G1JB;8i6ro' UJ /DI~ ffe 
uG1Jriu ~o;o; e-.... ffe ffe w G{i)G1)o;@61ff/ ,ti> LJ"5T rr ~ $ 

ufiJ1C,r@.!!.'f'-:-~w.urrL...@LD Go;rrL...@Lh . 
6'/i1fglLDrr6W Glo;rrwmo;l&Giir di1GTTffiJ8i w,a5Jt,!f,rT{5J 
o; rr '-$N w u rr L ~ w u t:T unF1 IL/ fe g Ii; (l!j ffil 
.im. '4-ru G1 f!i ,a5J u5/ Giff G1 o;rr ~~ §J1'618irr &u u 
,.j 6W Li/- IL/ LD t.51 &-mr ru i)ll GI UJ ySI ,ti> .i, o; u., t, GI !f,rT ySI ,ti> mo; u., Ii.I 
GI o; rr ~ L w mo; ru pSI t, ffe o;,. ffe ffe Gil (!!j o; rr ~ Ii; . 

o;,. m L GI <!F UJ ft', ma; GU rr rr ffe §J B; a; &r ff, i)ll Lh 
G1Jrr!J(f!!j G1<!FUJ!f,ma; o;,.mL!&Giir a;&rftii)JJLD 
t.516WL!/- Gl<!FUJ!f,~8i t.516WU/-u51,ti> o;&rT![,i)llffil 

~!JmQlu.,w QJ ,f/ IL/LD 6'1i1fJ'G1.1G1J Gl<!F iJllffe fiJ1 
rurrL,ti> o;mwf,![, G1Jrr<!FrrGisr fl)W O(!!J@Lh, 

A gron.t toacher must be a mastor of the soven basic talas (dliruva, 
ffl,adltyama, rupaka,jampai, tri1111{ai, afa. nnd eka with 14, 10, G, 7, 13, and 
-t al..·!)aras, rospectively) and the five jntis (caturasram, trisram, kantam, 
Misra.,/,, and saizkiT'T}am, namely, ta.ka, timi, ta k-ila, ta ka ta k·ita, ta kz'. 

frt ta ka dimi and taka timi ta kn ta 1..-ilfL). There arc many intricate 
tiilas. The taln. Siinhii.nand<tnn has 128 beats. Along with such 
mastery, ho must be a master also of abhinaya. Only then,· there can 
be a perfect rendering of t.hc bhifra of the song. 

It must be borne in mind that in every dance performance the 
,lance-artist must begin the performance witl1 a reverential folding 01 
the palms to her teachor (g11nwnnda1w). The teacher was called 
Niityacarya fo Sanskrit ancl Na/tumniir in Tamil. Tho torm naUuvaniir 
ha.a an ~bvious affinity with the 8onskrit root nut (to oct or to dance). 
Dancc-tuitio~ is called in Tamil na{lm:ii.1igam. The word naUu-muttu 

refers to nattu (naUuimiar) and muttu (mrdmigam player). Tho 
w1Um:anars, like tho sculptors (silpis), in Tamil Natl were proficient 
in three languages ~amely, Sim~krit, Tomi! and Telugu. Their profei;­
sion was hereditary andtlwy were proud of it and would never give it up. 
The public hnd great! regard for them because they were able singers 
and dance teachers and were men full of devotion to God. Tho 
son of a ne1tu1:anii.r used to get his lessons in the art of naUui·ii.izgam 
even in Lis boyhood. His father used to teach him. beating rhythmic 
t.1mo with a stick called l11/{u-kka=h1:. Tho hoy learnt the correct 
footwork and gcsture8, mastered the intricacies of Iii.la, nucJ,ai, jati 
and ti1t11iinam. It 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-
1mmmate dignity and ability. 

Tho naUvariiir's taUu-klcazhi (a stick about 18 inches long and one 
inch thick) is tho mngic wand wielded by him to impart his lessons to 
tho pupil. He keeps up the tii[a. perfectly by beating the wooden piece 
before him with this wand. The artist cnn execute tho rhythmic 
p11tt.orns of gesture and footwork only if tho teacher's art keeps time 
with AollukkaUus and aif,avus. Tho 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 anc;l 
originality of tho teacher must inspire tho pupil and in return tho 
genius and originality of tho pupil mnst inspire tho teacher. Tho 
rules and conventiollil must form the. basement, but genius and origi­
nality must build the superstructure. 

Tl1e dance-teacher's school room is called silambukkw]am. Tho 
flooring is mudo of mud and clay and is l1enco oven and soft to the feet 
of the dancer. Tho room is ordinarily eight feet by five feet. The 
pupil's initiation into tho art is in her fifth year, when she merely sits 
and watches the lessons. The actual initiation is in her seventh year 
and begins with a ceremony called ta'l)if,iam-pfr/,ittal (holding pole). 
This is referred to in tho SilanJa,dikii.ram. The commentator Adiyark­
kunallar says in his commentary on these lines : 

" 6J IP rr mr H/- UJ :h p51a UJrr ,, r:r rr mr H/- r.iir 
@;!P$ grnwGisr~,tf,(!!j,i-. B;fTLLGll OwmrH/-" 

.. lIJIUfTmTLl/_fil! /h~~Tl.fl-UJUH!ll.fl-.ef,~u urirw,rrrmr111-GiJ 
6'3 fT #. s; IP GI) C§ /j) p; 1h a; rr w6/ &w IL./ ff),__ tu a 8' rr bD m 
s;rfls;rrGU Glu@Gli6TT i,!f,rr ,ti,(!!J ~Gllffi'wlfillUJf;fr5JGs;;fJ,aJI 
,$fTLLOo1) 6fM@UJi.9 6TWc$ ••• 

(Arniigctrukkiitlwi, lines 10, l l) 

Tho ceremony is as follows : Paddy is spread in a room in a square 
form on an auspicious day. Two ladies hold tho pole across the centre 
of tho place. The apprentice danseus<l hol<ls the middle of tho polo 
with her hands and learns to dance to the rhythmic beat of tho dance 
in.aster's stick. The first lesson is called ta[ti-k-kumbief.utal. She has 
to pat the ground with her feet alternatively an<l make a1iJali gesture 
with lier hnncls (7x1tiika). Tho d11ncc lessons nro given thrice u tb.v 
with intervals for food nn,J rm;t. Pees were not charged lwforo f~r 
the lessons. Presents used to 1Je given on special days like the Tamil 
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New Year's day, the Vi}ayadasami day and on the day called ,errni 
day when alifrippu is taught. The araiigetral (public dance perfor­
mance) takes place after the girl undergoes, seven years' training, i.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 gaj;"ai (l,,-i1ikif)i 
bolls) arc tied around the ankles. Nowadnys, armigetrals take placP 
after a shorter course of training. 

Pupil 

Bharata's Nii,lya-sastra says that a danseuse should have high 
intelligence, strength, beauty, knowledge of time-measures (talas) 
and tempo (laya), appreciation of sentiments, youth, eagerness for 
knowledge, capacity for learning tho art, retentiveness, absence of 
stage fright and enthusiasm. (XXVII, 100, 101.) 

The pupil must have certain traits if Rho is to be an export and 
successful artist. The Abliinaya-clarpa'l)a says that she should be slonclor, 
young nnd lovely, with full round broastR, self-confalcnt, charming. 
witty, agreeable, skilled in rhythmic steps and stops, with large eyes, 
able to accompnny vocal and instrumental music with a full knowledge 
of time-measures, well-dressed and well-decorated, and with n charming 
and happy face. 

weft~~, tfl";m.iaqii)t«T I 

~ ~ cfiRIT ~ ~el~: II 
fqfiil~-ni"=liil ◄ ih:ldlclc:u~iijctfa'11 I 
q-u~ ~ 4};-<l q -t,,,11 I 

~fct""ct!J.Oftqdl ~ '8~1f<dl 11 (23-25) 

It says also thnt the ten types of girls should not be accepted for 
training in the art of dance, namely, girls with white specks in tlw 
eyeballs, with scanty tresses, with thick lips, drooping breasts, very 
fat, very lean, very tall or very short, bunch-backs, and girls without 
a sweet voice. 

~w ~fi,@it1 'i1" f1<nl1S6l clfAlaffi.fl 

3£fclfi1Mi fot,~II *U-,,iJ.iQ.I fact ii.tit I I 
"' ~-,.-,;er=- ..:, ,. 

~~ 'i1" :i:-ct (@it 1 'i1" ~m ;n~ctf~crr: 11 (27) 

It says also that the dancer should lmve alertness, stcadineRs, 
harmony (rekha), ability for bliramari (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 pratJ,O,S (vital factors) of the 
dances, the outer pra1J,as being the drums, cymbals, flute, choru!<, 
drone, lute, bells and an able male singer (gayaka) to sing the song~. 
The tiny bells tied around the ankles of the dancer should be made of 
lironze (kamsya), well-shaped, beautiful and having a charming 
resonance. They have the stars as their deva.tiis (tutola.ry deities) and 
should remain one a1iguli (finger) apart from one another. The 
dnnaeus.e should tic in tight knots with blue thread two hundred of 
them or hundred in each of her feet. 

The Evolution of Bliarata-ni#yam in Tamil Nad and Beyo'l1d. 

In Tamil Natl, the art of Blwrata-'11i#ya was patronized by the kings 
and nobles and underwent evolution of new lines which were based on 
the ancient theory and practice of tho art. The Naik kings who were 
sciollB or commanders of tho Yijo.yo.nagar kings such o.s Achuto.ppa 
Naik (1592 to 1614 A.D.) and his successors Raghunatha Naik and 
Yijayaraghavalu Naik (1614 to 1673 A.D.) were groat lovers and 
patrons of music and dance. During their time, Carnatic music was 
given a final basis and form by the Caturda'l)</,i-prakii§ika of Venkata­
makhin whose genius kindled later on tho genius of tho supreme 
trinity of Carnatic music. K~otrajiia, the author of the over famous. 
padams, was a genius of those days. The l\laharatta kings of Tanjorc, 
Pratapa. Simha and Tulaji (1741 to 1787 A.D.) were as great lovers and 
patrons of the fine arts as their Naik predecessors. Mahadova Anna vi 
and Subba.ro.ya Nnttuvanar wore greo.t artista in the realm of Blwrata­
niitya and wore close friends of tho musical geniuses mentioned above­
Tho final_ shape was given by Subbare.ya No.ttuvanar's famous sons 
Chinnayya, Ponnnyyn, Yaqivolu and Sivanandam, who are called tho 
Tanjoro Quartette and who started the new fashionable Bhamta­
niilya technique on its brilliant careers. Tho teachers of Bharat.a­
~ya in Tamil Nad today are either their descendants or in their lins 
of discipleship. 

Before the time of these four geniusos, tho nrtta-X-,tis (dance­
compositions) cnlled Deyam, Culatti, Kouthui-a,n (Kaustubham in 
Hanskrit), Simhiinandanam, etc., \\-ere in vogue and wore danced to 
t.110 recital of jat·is (sound-oombinatiom1) and to the accompaniment 
of a drum called sutu.llta 111,ardalam (similar to the modern mr<la,igam, 
but bigger in size). 
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But the genius of the above-said four brothers placed Bharata­
nii,?ya in Tamil Nad on a finer resthetic basis. The do.nee wo.s called 
Aadir and was by women, whereas Bhii.gavat.a-mela of Tanjore and 
Kathakali of Kerala were by men. The Bltarat.a-niitya as developed 
by tl1em is the lasya dance and the prayoga or style is said to be suku­
mam (graceful). The four brothers divided the Bltarata-n{#yam per­
formance into (1) aliirippu; (2)jat1'.sva.ram; (3) sabdam; (4) var~m; 
(5) padams interpreted and explained by abltinaya; (6) tillana; 
and (7) ma'ligalam (auspicious conclusion with devotion to God). They 
combined the a<!,avus, the talas, the svaras and the nrtta-luUJtas 
into a harmonious whole consisting of the above-mentioned divisioDB. 
They became in course of time the samst/,li,na-vidvans of the Tanjore 
king Sarfoji. Eventually, Chinnayya became the samstl1ana-vidiii,n 
of the Maharaja of Mysore and Vac;livelu that of Svati Tirunal, the 
1\ln.haraja of Travancoro. Vac;livelu was a. great expert in violin also. 
Ponnayya and Sivii.nandam held tho hereditary office of nayuviingam 
( dance-teacher) in the Brhadisvara temple at Tanjoro. It was this family 
that trained various disciples who lived at Tanjoro, Pandanainalloor 
(shortened as Pandanalloor) Annachatram, Nidamangalam and other 
places in the Tanjoro District. The Tanjore family is now represented 
by KiHappa. l\linakshisundaram Pillai of tho 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 pracfaing 
and teaching the art. The dance teacher Vadivelu Nattuvano.r is a 
:-1on-in-la.w of Minakshisundara.m Pillai. Subbaraya Pillai of Pa.nda­
nn.lloor is another well-known ill.'ltructor. Kandappa Nattuvanar, who 
is the teacher of the famous dance-artist Srimathi Balasaraswathi, 
represents the l\Iadras style and tradition of the art of dance. 

Vazhuvoor Ramaiah Pillai is another well-known teacher. The 
famous dance-artists Kamala, Lakshman and Raclha were trained by 
him. K. N. Dandayuthapani Pillai is another well-known teacher 
and tho great dance-artist Srimathi Vyjayanthimala was trained 
hy him. Kuppiah Nattuvanar is another 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 fa.moue dance-artist. She learnt tho a.rt of danoe from 
M.i.nakllhisundaram Pillai of Pandanalloor. Hor a.rt institution Kalak­
shetra in Adyar has trained many girls in the art of dance. 
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The slow clisappearanco of dances (called ·sadir) by ifevadiis-i.~ 
•(dancers attached to the tem11les) is due to the fact that social reform 
frowned on immoral women practising the art. The ·dance; of dedicated 
women dancing in temples must have developed in the course of cen­
turies. Such dedication must have been at the beginning like that of 
the vesto.l virgins in Rome. Their danco with music nnd drum -wns 
-called Cinna-mdam, whcrcns "!l"ii_qa.su·nmm music accompanied hy 
the tavul (big drum) was co.lled Periya-melnm. In course of time, 
·the word sa.dir (bnsed on the Sanshit word niitya.) came to 
have immoml associations, when dancing by women becomo a 
profession in addition to being n temple ritual. Thus was how ncil!Jfl. 

became degraded a;;; nautclt foll into disrepute. In recent timl'~. 
there has been a great wave of reformation by. the slow 
disappearance of gainful prostitution by devadasis taking to married 
Jifo and by girls belonging to rich and respectable families taking 
to tho art of dnnco in ever increasing numbers. Let us rcmembo1· 
how the examples of princess Uttarii in the ~Y.al1ii.bl1iirafa., prince,:­
Malavika in Kalidii.sa's drama, Mira Bai the mystic ,lancer am! 
-devotee, and Paclmavati the wife of Jayadova. who danced to tho 
accompaniment of his songs and how in ancient and medieval times 
-respectable women practised tl1e art of dance. In modern times, 
Jlabindranath Tagore encouraged tho learning of dance by boys ancl 
girl/! of the upper clnsseR and cnabletl them to take part in drama~, 
-dances and <lance-dramas. 

In tho nineteenth century, o. princess of Tanjorc was married 
to tho Prince of tho Burodo. Stuto. \Vhen the bride wont to Bn.roda, 
mnny na!,f.u·vanars, deeudii.,is and musician:. nccompnniod her. Kar:11,:iu­
sami Nattuvo.nar went to Baroda with them. The do.ncing girl!' 
·Kantimati and Gauri also went to Baroda. Kanti.mati's son Kubcransr 
alias K. A. Tanjoreka.r is now tho junior dance-teacher in the University 
,of Baroda. 

The Evolution of Indian Dnnces - other Classical Dances 

I have dealt in extenso with the other forms of dance in India 
in my lectures delivered to the Maclra!! University referred to above. 
This sorics relate11 mainly to Bliarata-ncilya. I hence mako a briAf 
reference to them here. Katliakali is tho dance form in Kerala. It· 
.is a ?1flicult and elaborate art and scoks to express o. widu range of 
•emotions th:rough m11<lriis (finger-gestures) and the movements of 



eyes; eyebrows, cheeks and lips. The dancers wcnr a peculiar costume 
and have a peculiar make up. The dance11 nm of the vigorous type 
(tii1.uJam). The dancers nre men, women seldom take part in 
Kathakali, their roles being taken up hy men. The actors wear 
painted masks. While Blzarata-nii{ya is a solo dance, J(atliakali 
consists of group <lance as well. 

KatTw.k dancing pre,·ails in North-West India, especially at Luc­
:know and .Jaipur. It combines 11rtta, nrtya and nci{ya. ,ve sec in 
it a fusion of liisya and lil1J<J,ava. In the lii.sya style, gestures and in the 
fa1J<J,ava style foot-rhythms prevail. A peculiarity is tl1e gyration 
or whirling or spinning movement. The gestures are few and there is 
not much of emotional expression. The word 'katlwka' means 'a 
story-teller' and the olJjective of Katltak dance was to express 
the emotions of the characters in tlie two great Indian epics, the Rama­
ya'T)a and the llfalu7bl1arata through gestures and choreographic panto­
mime. Two vnri1•tic!l of Katlw/,: clnnee nrc en lied 'tukiira.,' nncl 'parans ' .. 
They are small piece;< of dance-footwork and conform to the heating 
of the drum (tabla). The laya is made slowly more and more intensified 
and complicated. A Katllfli· dancer ties nearly 200 bells round the 
feet and controls the• movements of the feet in sucl1 a way as to make 
all the bells tinkle or only some of them tinkle. The musician plays a 
tune on the siirailgi and the harmonium, while the drumnwr keeps 
the time-rhythm (!rtya) and the dancer interprets the song hy gestures 
and footwork. There are two main school~ of tho Katlml· dance, 
nomoly, the .Jaipur school and the Lucknow school. 'l'hc .Jaipur· 
:school cmphnziso11 footwork rhythms nnd movcmoutR of the entire 
hotly, whereas the Lucknow school is moro static and spccinlizcH in 
bhavas or graceful poses and glances. Tho two brothers Kalikaprasad 
and Binadin Maharaj were great experts of the Kathak style of dance. 
The BOil!l of the former, Shambhu Maharaj, Acchan l\Iaharnj and 
Lacchu Maharaj havu kept up the style very well. Shambu Maharaj. 
learned the dance from llinadin Maharaj and later from Acchan 
:Maharaj. He has given over a thousand performances and was honou­
red with the title of ,\'iifya Samra! at a conference held at Dehra Dun. 
He is a mn11tcr of both the nrtta and nrtyc, aspects of Katlu,k. mile 
Rinadin and Acchan perform ab!tinaya standing, Shamhhu Maharaj: 
doe11 sitting and has devolopecl o. marvellous 1,1tyl1• of his own. He 
was honoured as AUiinaya-Cakra'llarti at the Experts' Com.mittee­
&ssion held by the Music Academy in Maw·a~ in Hl58. In '.\lnthura,. 
~na's rasalilii is danced in Kathak style. 
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The Ma~ipuri dance attracted Rnbindrannth Tagore very much­
It relates to the story of Radhii and Kr~rJa. Its origin was the State of 
Manipur in the north-eastern 1,order of Assam. Its main dance 
forms are (1) lailiarova, (2) astra-ridyii, (3) clialan-gatlian and (4) rasa­
lilii. A peculiar feature of this dance is the flounced skirt and veil 
called mukliambi of Rad.ha. The music consists of maiijwa. (cymbals), 
1.-T,ol (drum), murali (flute) nnd Yocul music. The do.nee is graceful' 
and devotional in its nature. It excels iu beautiful serpentine move­
ments. It is danced in a circle or in n semi-circle. Knn:ur. comes and 
stands in triblimigi (thrcc-cnn·cd) pose. Then comes Radha with 
eight girl friends (a~ta.-saH,is). Then comes the other gopi,s. Kr~a. 
and Radha are in the centre nnd the maidens stand in a circle around 
them and dance to the music. The dance is danced in imitation of 
Sri Kri,iT.1a's rasa dance (known in Mauipur as ras). Ras means senti­
ment and bhii.i•a means emotion!\] moorl. The ras-lila is full of beauty 
of jowellory and splendour of costume in which very diminutive mirrors 
and scintillating mica a.re sc!Wu. It i~ danced on the riis-JYUNJimli 

day before the temple of Lord Govindji (K~Qn) o.t Manipur. 

The Odi~sa dance of Orissa is one of the dance styles referred to­
in Bharata's Nii#ya-sastra. It has an affinity to tho South Indian 
dance. It specializc8 in bodily flcxim, curved outline of the human 
botly being more charming than the straight posture. Tho flexilll3-
are called ati-bhangi, sama-blunif/i, tri-bltmigi, etc. 

In modern India, we witness all these forms as well as Blwmta­
nii.tyci at different ccntroR. There should not be nny mixture or hybridi­
zation of these styles in thn uuruo of orientnl dances. Each style 
inust preserve its clistinctivencss, whilo progrossivcly rrfining itsdf. 

There are also minor styles of dance such as the Nava.-sandlti 
dunces at the commencement uf temple festivals in Tamil Natl, in 
Andhro. the Kucltipu<Ji dances of Siddheurlro. Yogi, in Karuataka the 
l'ak§a-ganam, in Orissa the Chow dnnc:r.s, the do.ncos of Bihar, etc. 
llluirata-nafya is tho classical art and is tho norm and the other Atyles 
arc variations o( the classical art. 

It will be appropriate to rcfor hero to tho BhagavaW-'mela 11erfor­
rnances in the villages, l\lclattuor, Soolanmngalam, Oothukad, etc., in 
the Tnnjore District. They J1av!! fallen into disuse except in ::\lelnttoor. 
They are dnncc-dra1un:-1 written l,\' \'onkntnmmu Sustri of ?llelat.toor 
about 150 years ago. Four of tlw,;1-Pmlt/uda, Harilcandm, Markati­
,J,eya and U1a-parir,wyam arc .,, ... n now popular. They arc combined 
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·with classical Carnatic music and the abhinaya technique of Blia,rata-
9liilya. 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 Bhiiga·vata-mela dance-dramas are fine 
musical compositions. They alternate with svara manipulations 
and pure dances. They arc similar to Katlia,kali and yet different 
from it in style and content. They aro all compositions in Telugu 
·becausl' the court language in Tamil :N"ad was Telugu from the time 
-of the Vijayanagar kings. The dance-dramas by tho saintly Swami 
Nariiyal}.a-tirtha (author of tho Kr,J,yi-lila-tarangit;ii) in Telugu wore 
earlier than Bhagavata-mela dance-dr~mas. 

The Ku-ravanji is another fine dance-drama, while the ordinary 
Kuravanji is tho Kutriila-kurai-anji. In the Kuravafiji, tho heroine 
is in line with a god or a king and consults a kuratti (gypsy fortune­
teller) to ascertain if her desire will be fulfilled. The songs and dances 
-expounding this simple theme are diverse and attractive. The princcsi< 
and her maids sing poems describing urban life, whereas the gypsy­
woman's songs describe hills, forests and rivers. 

Indian dances in general, Blwralci-nf#ya 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 a dominant 
influence. The sacred architecture at Angorvat and Prambanam and 
Borobodur had an Indian inspiration. Mr. Havcll says that such 
motifs wont west and that 'we find a perfectly oriental otmosphero 
and strange echoes of eastern symbolism in tho medieval cathedrals 
of Europ,, and soc their ~tructural growth gradually blossoming with 
all tho exuberance of Ea tern imagery'. Tho Indian influence is at 
its greatest in the music and dance and the general cultural atmosphere 
in the island of Bali, where the pamlel, jangar, legong and kabiyar 
dances interpret the heroic nctions of Arjuna and other heroes of 
J mlian mythology. Tho Ketiak or lllon.koy dance depicts tho Riima­
yatui story. Thero are also dances depicting the Buddhist Jataka 
8torie~. 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 INDIA.~ DANCE-FOLK DANCES 

Though this work is mainly concerned with msthetie theory and 
• claHsical muaio and dance, I wish to refer briefly in conclusion to tho 
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folk-music and folk-dance as these also are the expressions of the 
innate urge in man to express his innate joy in nature and in 
human life through beautiful ideas, the silent natural media of 
13tono and metal and through colours, tunes, words and bodily move­
ments. The classical arts aro only tho bud of the folk-art burst into 
"blossom-green unripe fruit ripened into tho colourful glowing of ripo 
fruits of clolioious sweetness. 

Whilo the classical arts appeal to the classes and the masses and 
e$p3cially to the former, the folk-arts also appeal to both and especially 
to tho latter. The Indian folk-arts also havo been tho vehicle of the 
high nnd 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. Wlien I 
was young, I snw at Kumb!l.konnm a BommalaUam, the dance of puppets 
-on the stage, the operator operating thorn behind the curtain by strings 
tied to difforent parts of his body ancl also singing exquisite songs. 
'Tho performance was in the open street during tho night and was 
attended by thousands. The danco of the so-called Kincin puppet 
was a marvel and woulcl beat tho dance of trained artists in artistry. 
Even the '1J.ovements of the puppet's eye-balls were operated by 
strings ! 'l'ho puppets were animated by the folk-artist into living 
Doings. His name was Puthukudi Swaminnthan. Such bommaliiuam 
performances are dying out, though late thoro have been attempts to 
l'evivo them. 

In South India, Kummi and Kolii{lam by young girls aro very 
.attractive. Tho songs and dances tuko pluco around a lighted brl1.:ls 
lamp which itself is of o. beautiful mako, or about an imago of Sri 
Kr~no. in commemoration of the songs and dances of the shepherd-girls 
of Gokula and Ilrindavan. Tlie tunes are simple and charming. The 
songs have poetic beauty ancl the rhythmic dance-patterns aro equally 
simple, varied, charming and full of grace. Tho songs relate to the 
Reasons, flowers, fruits, harvests, domestic joys and Godward devotion. 
'fhe dances include tilting footsteps, graceful bonds of the body, char­
ming turns and jumps, chiming hand-gestures and hand-claps. In 
..Kummi, the girls clap hands, whereas in KolciUam, they boat one small 
colourorl stick by another. In tho Pinnal-kolii//a,m, ropes tied to a 
pole o.t its top o.ro usod. Tho girls hold tho ends of tho ropes with 
,one Lend unrl li:wr. a kn! or a painted stick in the other. As tho dnnco 
J>roceeds with quick rhythmic steps, the ropes get wound. ThOll 
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follow other rhythmic movements accompanied by songs to unwind 
the ropes. The songs · and the dances, tho blooming fa.cos and the 
colourful garments, give us scenes of romantic lovolinoss. 

These Kummi and Kolii#am dances were popular in cities, towns 
and villages, but arc now getting out of do.to as classical dances, dramas 
and cinemas are found everywhere. In the villagmi, there used to be 
also other typos of folk-songs and folk-dances practised by men. Ono 
type is called Oyil-aUam. In it, men dance the stories of Rama, ~na. 
and J\lurugan during temple festivals. Tho men dancers wear coloured 
trousers, scarves and have ankle-bells. Tho songs a~d <lances are 
found in the districts of Coimbatore, Trichinop<?IY, :Madurai and 
Ramnad of Tamil Natl. 

Other masculine dances are Kava,!,i and Karagam dances. A 
kam(li is a small pnlanquin to which coloured cloths and peacock 
feathers arc tied. It is carried on the shoulder by dnncing-devoteos of· 
LorJ :\lurugo. (Subrahmo.Qya). Tho songs are in tunes known as Kii,miJ,i­
rcinclu. The dances and songs, vocal and instrumental, chime in. 
unison. Tho karagam is a decorated mud-pot full of water. It is 
1·arried on the dancer's hearl. The dance is to propitiate the goddess 
?tliiri-amman to ward off epidemics. The Karagnm danc.-, like the 
Karri(li dancer, strikes all sorts of poses and attitude in addition to­
diverse <lance-patterns. Both even let go tho support of their hands 
t-o the kii1xu/,i or the karagam. 

The Poikal-kutirai-iiUam is very popular. T~o horses arc made 
with bamboo frame work covered by thick paper. These arc painted 
and decoratod and look liko live homes. Thoro is a hole in the back 
of the horse. A mo.le dancer stands in the hole in tho back of· 
one horse, his legs tied with short wooden tilts, but not seen because 
of the colourful trappings of tho horse. A female dancer is on the 
other horse. They look like a king and a queen. Tl1e dance by both 
of them chime with the orchestra. The dummy horses move about 
in bewildering patterns wl1ich are both attractive and amusing. 

We have alao the Kuravan-kuratti dances imitating the speech o.nd 
songs of fortune-telling gypsies. 

Thero are also regular blwjan songs of a simple typo followed by 
1,/,r,jrin-dance~ by men on the occasion of tho temple fostivah!, ctr.. 

I he.vo already referred to the Bommaliittam. It was known as. 
Pami-kull:u in ancient Te.mil literature. Tho Theru-kuttu is a dance--
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drama enacted in Tamil Natl representing Purii.iµc stories. It is 
--called Jlithi-11ii!aka in Andhra Pradesh. The shadow play is the projec­
tion of the shadows of leather dolls on a white screen. It is not now 
alive in Tamil Natl, but survives in Andhra Pradesh and Kernla. 

Tho Tamil epic Silappadikaram refers to group-dances by shepherds 
(ayar-k-uttu), by gypsies (L"Uravar-kii.ttu), and by hunters (vcr!,ar-l.,"Uttu). 
There are also folk-dances by the hill trices (the Todas of Nilagiris, the 
Lambaq.is of Salem and others). The Madras State Sangita Sangam 
is doing its best to popularize them through its talented and energetic 
,secretary Sri E. Krishna Iyer. 

Dance Nore and Tlten 

Tho dance recitals till two decades ago were of a different sort as 
·compared with those of today. At the present tho danseuse holds 
the stage, while tho do.nee-master, tho flutist, tho violinist and the 
drummer are at tho extrome right of tho artil;t. Formerly, the dance­
master and others used to stand behind the artist. They used to 
sing and beat tho cymbala and recite the aif,avus, jatis, etc., standing 
behind tho artist, advancing and retreating with her. This was the 
practice from ancient times as can be soon from tho description in th1: 
Abhinaya-clarpaf},(1-, which says that tho teacher should be behind the 
artist while two cymbal-players should be on her right, two mrclmigam­
players on her left, a singer between the latter and the drone (srutikara) 
near. Formerly, the drone was a bag-pipe (tutti). Tho mrdaiigam­
playor reproduces on the drum tho Aoll11kka[lus, a<Javus and tirmiinams 
recited by the na{tumniir. It is sa.id that Namlikcsvara plo.yccl on 
tho drum, while God Vi,giu so.ng and God Siva danced. The arrange­
ments described above left a droll effect on tho mind. The dani;c 
was like an advancing o.nd receding wave. The present technique of 
having the dance orchestra on a sido of the stage is appropriate, effeetivo 
and beautiful and leaves almost the entire stage to tho dancer. 

Today the girl apprentices do not go through the Rtrenuous 
discipline de~cribul above. l\lany of them belong to well-to-do families 
and am studcuts in arts and sciences in modern educational institution.~. 
Furtlicr, tlw old syistem of payment on special dnys and on tl1c arnti,qetrt:l 
has und1:rg<mc d1ungcs. Monthly fom, nro pnid nncl special f<'"" o.ri, 
paid at araiig<'1ral time, Before, as well as now, a portion of the sum 
po.id to a danseuse 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 upper lace-cloth or sari thrown round tho shoulder· 
and tied nt tho waist. Sho wore also plority of ornaments on her body_ 
She had not only diamond jewels in hrr cars, nose and round hor throat,. 
but also head-ornaments shaped liko tl10 sun and the moon. She wore 
,,-akl.-wj,i and ja4<lbillai on her plated tresses, bcsidos plonty of flowers_ 
The improvement in costume has gone on steadily. Tho costume now 
wore is very bright, becoming and appropriate. Tho danso1IB0 is not 
nowadays, as overloaded with jewellery as before. Further, the modem 
decoration of the stage by placing two kuttu-i-ilakkus (old style lamps) 
and a metal imago of Natarsja adds to tho beauty of tho scene and 
links us with tho pnst, though tho electric lights bring tho glory of 
modem illumination. Tho drop curtain also has become a thing of 
refined beauty today and attracts the eyes and the minds of tho audience. 

There has also boon 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, 
mrdangam and tiilas. Now music has gone to the right side of the 
stage and is gentle, subdued, mellowed anrl charming, not vociferous­
and obtrusive as of old. 

Present Position 

I now refer in conclu~ion to what is being <lone in somo universities. 
iu India to encourage tho study and practice of music, dance, drama 
and other fine arts. 

In the Baroda University, playing on the tabla and mrdangn i,;. 
taught as also dance and dramatics including Bharata-nat,ya. It has 
institute,[ Diploma and Degree courses in 1\1ui;ic, Dance and Dramatics. 
The Madras University has already included the fine arts of architecture, 
aculpturc, painting and music (Indian an<l European) in its curricula 
of studies. The Senate of tho 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 Indio., Sri Vcnko.teswara 
University at Tirupo.ti has taken forward steps for the oncourugcmcut 
of the Fino Arts. 1 t has got degree and title courses in Bhamta-nii[yam. 
For tho degree of B.l\lus. (Bachelor of l\luaic)-o.n excellent curriculum 
or studies has Leon prescribed. 
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Future 

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 
8Uitable public institution. The Snngita Nataka .Academy may have 
to provide Seminars for giving trnining to persons who desire the 
profession of teachers of music and dance by giving stipends as n 
stimulus. Such a Seminar or College will correspond to the colleges 
for training for tho B.T., B.Ed. and III.Ed. degrees. For the nat?u­
i·ii1igam (dance teacher's) course, syllabus will have to be laid down. 
A person who seeks entry into such n. college must have some prelimi­
nary qualifications. He must hnYc a basic knowledge of Ca.rnatic 
music if he desires to be n. teacher of Bl1arata-niitya. He must have 
sufficient knowledge of svara ancl. layn. It will be well if the candidate 
for training in nat1uvii1igam hns a diploma in Carnatic music, especially 
as tho gurukula system in nm~ical trniuing is clliiappoaring and may 
become n. thing of past. 
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APPENDIX (i) 

The Madras Ste.te Sangite. Nataka Sangam has prescribed the following 
eyllabus for training in Na//uvaflgam: 

Syllabua /M Training in Nal/ul/flgam aa approved by tht Standing 8"'1-
Commitlee for Miuic and Dance OIi 201h Duember 1960. 

Tho object of tho tro.ining in nanu~-ii,lgam is to tro.in to.lcntcd yonngsters 
with good knowledge of musio (with ,vara-j,l4na) to do effioient na//uvaflgam nnd 
also to tee.ch Bharala-na/yam to othera on correct cl1LSSice.l lines. Hence tho 
chosen ce.ndide.tes must ho so intensively and ce.refully trained as to acquire the 
following e.mong others : • 

I. Ce.pacity to sing out clearly e.Il the compositions taken up for dance. 
including the avara and sollukl:aflua in three tempos, keeping up the concerned 
fiilaa correctly in tho hands. 

2. Knowledge of tho talaa in vogue in Bharata-fliilya and their varie.tione. 
3. Good knowledge of the no.mes and forms of e.ll the main cu/aw-jalia, their 

eub-divisions and their ve.rietiee nrUa-hasta, used in them noel also be.sic foot-steps. 
4. Capacity to compOBo nara,jali.a and ioUul:ka//118 for given compositions. 
G. Capacity to render any compoeition in atl!Jra notation. 
6. Knowledge of the names, usages and significance of all tho luutas (san,yula 

nnd aaamyuta), eye movements e.nd neck movements in abhinaya. 

7. Ce.pe.city to detect fie.we in rhythm, angajuddha, stl,a11as and 1nn7J<fala in 
others and to correct them. 

8. Knowledge of tho technical terms such ns nrtta, nrtya n<i/ya, td111Javo, 
lii8!J<l, nii/ya-clharmi, loka-dharmi', drf/i, cari, recal-a, slhana, fl&a'(l<!ala, l:ar111_1a, 
11~hara and four kinds of abhinaya. 

9. Knowledge of rrua e.nd bharo and their olossifice.tions und significance, 
.,,;!pkii-nayalca-bhedaa nod ce.pe.city to tell out the bhava, noyika e.nd nayal.a 
of n given pada or song. 

IO. Cloar undcrstnnding of tho meaning (lino by line nod word by word) 
nf every song tnken up in Bharala-na/ya, dilrorf'nco hetween padiirth,ibhinaya 
.. 1111 bhiioabhmaya and tho importance of restraint, suggesUvenoes and dignity 
in abhinaya. 

I I. Ce.pe.city to piece out abhinaya nnd variations there~ for a given song. 
12. Significnnce of tho items and their order in 11, progrnmme of Bharata-11a/yo. 

13. Difference botwecn poda-t·ar'(la e.nd ldna-varna, vartta and avara-joti. 

14. Understanding e.bout how e. jali-avara is composed. 

16. Knowlcdgo of Abhinaya-Darpatta ond relevant portions of tho Na/ya-siislra. 

16. Practice.I tre.ining in e.t lcnst :-
four o/uripptrs 

five clnssico.l t·ar11os and t1tvlra-jali11 
of well known composers. 

five jati-svaras 

five li/lanas 

An ndcqunto number of padaa of which four ·,;,t !co.st be thoso of 
Ki,ctrayyn nncl two coch of Ghnnam Krishnn Iyer, Ghnnam Scennyyo., 
Saro.ngopnni, llluvulur Snbhnpo.thi nod Ve.ithccswnrnn Koil Subbnrnmo. lyor. 

Two A,,fapadis; two Javalis and two verses. 



APPENDIX (ii) 

. The course of Part I is aaJollows : 

Pe.rt I {a) English language and literature. 

(b) Another languagp-CJaasical or Modern Indian. (Clnssie4l-Sans­
krit ; l\Iodorn Indian-Telugu, Tamil, Kannada, Malayalam, 

' Hindi and Urdu). 

(c) General Eclnoation (The course shall be the same as for the B.A. 
Degree). 

t Part II Music including Masioology (Theory), History of Music nod special 
(Theory), subject. Tho special subject includes an opern, musical ,inatru­

J]lents, comparative music, ,vostcrn music (theory and h.ilitory) 
nnd Hindustani music (theory and history). . 

Po.rt·m • IiicTuclingprescribed mnsioal (praotical) compositions, =nodha,mui­
saflgita, da,-iu and verses, eto. 

For tho Sangitn. ViaJ.radn. Title in Musio, a dot.n.ilcrl conrso of study for threo QI 

years bas been prescribed. For tho tiUe oourso, in Bhnrata-na ·yam also suitable 
regulotiona have been prescribed. For Dramatics a.ad Theatre Arts, suitable 
coi1racs have bcon prescribed in the Andhra University. 

APPENDIX (iii) 

ANGIK.A-ABHINAYA IN BHARATA-N.A1'YA 

I shall disease briefly here the various at,gika movements as described in the 
110uroe-books. Whoo b01Luty of gestures, works, fa.oia.l movements and footwork 
are synthesiLed nnd harmonized, the resnlt is pure and oquiaite msthotio joy. 

MOVEMENTS OF THE HEAD (SIR$A) 

Name of IM 111011e""'nl Dtacription 

,amaeiraa (AD) • • unmoved position symbolizing meditation, pride, anger 
and beginning of danoe. 

vdtxiAila (NS) head turned to the two sides symbolizing .flag, noon, sky• 

adhogata (NS) 

adhomukl1a (AD) 

dloleita (AD) 

dhuta •• 

oidhuta (NS) 

aleampita (NS) 

monntnin, bird. 

looking down symbolizing shyness, sorrow, bowing, 
fainting, be.thing. 

turning all round symbolizing sleepiness, intoxication, 
dizzinoss, laughter, p0llS08Sion by o devil. 

elow turning from right to loft and 11ice 11,raa. 

ewift movomont aymbolizing <lcnio.l, surprise, indifference, 
anger, invitation. 

shaking up and down slowly. 



kampila 

pariv,tla 

vlk?ipla 

pariviihila 

aTJadhilta (NS) 

a,icita (NS) 

niku,icila (NS) 
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shaking up and down quickly symbolizing ongor,' ques­

tioning, otc. 

turning round symbolizing command, anger, e.vei:5ion, etc. 

bend slightly raised o.nd shaking, symbolizing. lofty 

objects, aeecnt, eto. 

shnking the head on both sides like o. ciimaram in a 
tc,mplo symbolizing infatuation, ycnrning, anxiet.y, otc. 

head turned down. 

head slightly bent on one aido. 

hcnd bent on one side and two shoulders raised. 

Some works refer to twenty.four movements of tho hca~: 

MOVEl'rIENTS OF THE GLANCES . 

The Nii/ya-Nutra describes thirty-six glances relating to eight rcua.a, eight 
aU.yiiyibhavaa n.nd twenty sa,icaribhiivas. 

The Abinaya-clarpa1_!a describes eight glnnccs. They a1·c samadr,•/i (looking 
■traight eymbolizing the beginning of dance, meditation, wondor, etc.), iilcT..;ta 
(quickly tnrning and looking keenly symbolizing the pointing ont of all things), 
aaci (glo.ncing sidelong, i.e., through tho corner of the eye symbolizing suggesting 
or hinting), priilokita (looking from eido to side SY1!1bolizing both sides, mentnl 
unsteadiness, eto.), nimilita (closing be.If the eye ~ymbolizing truncC', meditation. 
prayer, greo.t happineee, etc.), ullol..-ita (looking up nnd then lowering symbolizing 
flag, tower, previous birth, height, moon-light), anuvrlla (glnncing up nnd down 
very quickly symbolizing anger, affectionato invitation) and ai·ah,l·ita (downward 
look symbolizing anxiety, bed, seeing one's own shadow, etc.). Thus the two 
.vorks di1Tor in rnothod o.nd detaile on this matter. Thero aro olHO divci,,o worm, 
fbr diverse movomonte of oyobrows and oyolids. • 

MOVE1'rIENTS OF THE NECK (GRTVA) 

According to the Nii/1,•a-Hutra, there are nine movemente of the neck. They are 
.!ama (unmoved), nata (neck with face bent), vnnala (neck. with foce upturned), 
lnjaBra (neck with face turned side-ways), recita (neck Rhnken), ku,:cita (neck 
with head bent down), aiicita (neck with head tumed hack), valila (neck with face 
turned side ways) and niv,tta (neck with face stretched forwnrd). 

The Abhi11aya-darpava describes four movemC'nts of the neck, nnmely, 1Mt11dari 
(moving the neck to and fro hori2ontally, symbolizing fril'ndBhjp, pleaRure, conRent,, 
cf,,,), tiraAcfna (moving up nnd down symbolizing tho brnndiRhing of o. sword, 
tho movr,mont of a ennke), parivrtta (moving from left, to right. lil-:o n half-mooo 
(urrl/aa.r.andra) symbolising orotio glRnr,o, kissing tho chc,•kR) 11ml prakampita 
(moving tho head fonmrde and backwards like n do.-o sym l,oliaing swinging, 
counting, etc.). Hero o.leo the two works differ in muthod and details. 
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The general movements of the hnal<u (hand) are stated in tho Abhinaya­

darpaf.lO, 

1. prcuanna 

:!. lcu.iicita 

3. r~cita 

4. punkhita 

5. apave~/ita 

6. prerita 

7. vdo#ita 

8. oyaortta 

9. pariv,Ua 

IO. sanl:ela 

11. eihna 

Ducription .• 

extending the Bugere 

bending the fingere 

separating them 

fluttering movement (used in pataka, oto.) 

directed downwnrds 

turned back 

directed upward 

directed sideways and upwards 

dircoted sidcwJLye and forward 

indicatory 

symbolic 

12. pculiirtha-/ika conveying meaning 

Tho finger gestures are the most important part of abhinaya and fall into 
two distinct divieione, namely asamyuta-hnataa (with one band), aamyuta./iastaa 
(with both bands) and nrtta-hnataa. Asamyuta is called in Tamil as pir11!i or 
enayavina-kkai or cilrai-kai and aa1nyuta is called pinayal or enai-kai or irat(ai-kai 
and nrtta-hnata is called the ttzhir-kai or nirutta-kai. The Tamil writers subdivide 
tho band gestures ae male hands (li11-kai), female bands (pe!l-kai), ricuter hands 
(ali-kai) and common band.~ (potu-kai). The male hands are mu,•/i, .-iklrara,11, 
alapadma, aamdam•a, lilaruli, aiici, catura, patiika and tripatiika. The femalo­
han<le are kataka, ..-ukatu,:,cla, kaff!lalila, pirai-kai, ariila, annapakka, tlimracut/n 
and miintalai. The neuter hancle are aravintalai, va,:,,/u. (bhramara), mukulD, 
1.-attiri-kai, padmapu and kapiltha. Tho common hnndR are unnam (lriMU'a), 
ma,:11/ala, oolampuri, n.antalai, /;aillJu, ilatai, d1ipam and pi,:1,fi. 

The Abhinaya-darpana refere to twenty-eight aaamyuta (single) hand gestures, 
nn.mely, patakii, tripatakii, ardhapatiikii, kartarimulcha, may1ira, ardhacandra, arala, 
,iukatu,:1t/a, mUf/i, Mlchara, kapittha, khat!Jloiimukha, siici, carulrakala, padmakara, 
sarpaiircu, mrgaAircu, simhamukha, ltdngula, alapadma, ealura, bhramara. 
llamaaaya, hamaapatiilcli, aandam.amukula, tiimracii.c/a and trisilla (also ur11anabAa, 
M!la and ardhnaiicikii according to other writore). 

The NiUya.:cu,tra enumerates them as twenty-four, namely, patiika, tripatiika, 
kartarimukha, ardh.acandra, arlila, sukatuvcia, m11~ti, oikhara, kapittha, kha/akii­
mulcha, aucimukha, padmako.,a, sarpaiirsa, mrgaS.irsa, ka,:uula, alapadma, cm11ra, 
lihramara, hamsiisya, ham11apak~a, sandamau111ukula, ,,r~anabha and liimraeii.,.fa, 
(Ch. I vereea 4 to 7.) 

The ~ilappadikaram enumerates them as thirt.y-three, namely, pat4mi, 
lripatiikai, lcaltarikai, cliipam, amla, ilampirai (arrllia-candra), sukalullda, ~Ii, 
lea/aka, a1"iei, ltamalakoJa, kii11gula, kapiUha, virpitli, ku,Jangai (aamdam.!a), aliipatra 
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'(al<ipad111a), blmw1ara. f£w1raeiii/a. p18uca. mu1'ula. pi11(li (iiHuzra), tui11ilai 
•iuri1t111iwlw), ,ue!Jw•iiui (lri~11lu), 1ur11<1m, 11.a1ufalu111, calura, mii11rulai (mrga.!ira~), 
.,a11gu, va11;,lu, ilatai, kap,,ta111, 111akara11111kha and vala111puri. (C-0mmentnry on thie 
work pp. 62--65, Chapter III, Sa.ivnsid<lhanta edition 1942.) Tho Ta.mil worlis 
qoot,o a verse from Sii.ddl11i11anda-prakii!.11111 which ie a.n ancient Tamil work. 

'rho 'fa.mil work Bharula-sid,ll,ilnt<,111 refers to twenty-four single J,anil 
l!esturcs and nine de.;i hand gestures. The twenty-four gestures aro patii.J:ai, 
tripaliikai, l,,Uarikai, pimikai (anllwea11dra), ariila, oukat1£tufa, mu,,ti, .Wl:l,ara, 
kapittha, silci', padm.al:o.;a, anwutalai (sarpasiraa), 1111,11/"lai (mrga.iiraa), iang;,la, 
olupud111a, ClltUra, i-a1,i,_lu (bhramara), annaooi (l,anullisya), annapakka (hamaapa~~a}, 
sandangi._•a•n (sari1dam,a), mukt,la, o-ilandi (Tir(landblti) o.nd tiimracilqa. Tho nine 
,de.-i gestures a.re d1ipan,, paMika111, piiuJi, marii&iltai, nnnilam (uuam), rnafl4almn, 
,a11g11, ilarl:ai, a.nd calampuri. Very prob.1.bly, thei;o were folk-tlauoe pnrel!, 

whereas tho twenty-four gcsturc!3 were claseieal da.nce~gcstures. · 

The details of tlte linger-poses relating to the single ho.nd (usa1;,yuta) gestures 
-dilfor in the source-books to some extent, though they agree to a larger eit~ut . 
.A obart of illustrotione ehowiog all these poeee will be inetrnctil"o and intereEtiug. 



,i Lhir.a_,,,1-J.11 pa,;a 

I. patubi (dog) 

/ 1humh h~nt t,, touoh extendod tlngcu] 

:!. tripnt,ik,i 

(rhird finger of the above hand bent) 

3. ardhapaliJkri 

(the li.ttle finger of the above h&nd bent) 

-pati,J.:a 

(so.me) 

!!. lripritiil.11 

Sa!ya-•fulra Silappadikiu·am 

patilkai: : 
(S8D!EI). 

2. tripaMkai · 

-:-

·- -= 

-'· kart1tr,1111rkht1 S. hr,·t,1rim111.:ha S. katlarikai 
(knife or sd;,;;ora) (Tho fourth finger is extended)· · · (Tl111 middle finger is extenrl!.'d) 
[in tho nhot'o hnnd the fourth and tlw · · · 

li!tlr fing<'rs cxtcnrlcd] 

li. ma.v,ira (pcncock) 

[The third finger is joined to the thumb 
c-xtending the other 6.ngel'!I] 

6. ardhacu11dra (Iwlf-moon) 

[The thumb of the palrikd hand isstretched] 

7. arulu (curved) 

[first linger of Lhc n Love hand curt'ed] 

!I. ,;u/(a/ui11/a (parrot 'e beak) 
fthird finger of the above hand bent) 

4. ardhacandra 
(The fingers nnd the thnmb form 

a _curve) 

o. arula 

(fourth finger nntl thumb curved acid 
ot-hers straight) 

6. iuka/uru_la 
(same) 

4. ilampirai 
(middle finger and the ring, 

finger bent nnrl thumb sepn­
rntcd) 

5. arillam 

(thumb curveil, fourth finge~ 
bent an,l others slightly c1U'vcd) 

0. a11kahtt1(la 
(Forefinger nnd ·t!rn'mb -touch, 

ring-finger . bent and otjiep 
.,traight) 

~-­
gi 



9. 111u,•/i (list) 

[four fingers bent to touch the pnlm, tho 
thumb ovor t,homj 

10. Milara 
(In the mu,9/i hand the thumb is raised) 

11. kapittham (wood.apple) 
[The fourth finger of tho /;ikhara hand is 

bent over the thumb] 

12. khn'akii11111kha 
(The middle rind fourth fingers of the 

kupil/lw hnnd touch the thumb) 

13. a,i,·i (needle) . 

[The fourth finger of tho kn/11k1m11rl:ha is 
rniscd] 

14. ca11dtakrrld 
(The thuinb of the s1ici hnnd is raised) 

lii. padmakr,:a (lotus-bud) 
[The finge_rs rue aeparated and a little bent, 

tho prilm h?llo'Yed_a little] 

16. aarpa.ir:1a (serpent•~· h~~d) 

· [Tlie middle ofth~ patakli hand is.hollowed] 

17. 111,ga;i,:0·r, (deer's bend) 
[In tho 8/trpa;iraa hand, th~ thumb and 

little finger are extended] 

7, tTl'Uf(i 

(samo) 

8. sikhara 
(snmo) 

9. kapittha 
(same) 

10. k11afakil'll1ukha 
(Tho ring-finger rind the little 

linger touch the thumb) 

11. ailci 
(snme) 

12. padmako.ia 
( fingers bent but not touching) 

13. aarpaiir1a 
(same) 

14. 111rga;irfa 
(In the sarpa.,ir;a hand, thumb 

and littlo finger arc raised and 
other pointing down) 

7. m1t~!i 
(same) 

8. iiikharu 
(snme) 

0. kapillham 
(same) 

IO. kafakamukl,a 
(forefinger nnd thumb touch, 

rest extended) 

ll. s1ici 
(middlo finger and the thumb 

bond and join the forefinger, 
tho rest bout) 

12. pad111at·osika111 
(fingers bent, po.Im hollowed o. 

little) 

13. aravusiras 
(same) 

14. manta/ai 
(In tho aarpasir~a hand, thumb 

and little finger nro rnised, th\l 
rest bent forwnrd) 

0) 
~ 



Abhinay11-darpa1111 

18. aimllamukha (lion's face) 

[The tips of the middle a.nd third fingers 
touoh the thumb, others extended] 

19. lailgilla (tail) 
[The third finger of the padmahJla hand 

is bent) 

20. al4padma 
(four fingers eeparated, inolining to the 

little finger) 

21. calura 
(The thumb touches the base of the 

third finger, the first and the secoud 
fingers stretched, little finger stretched 
eeparo.tely) 

22. bhramara (bee) 
[second finger and thumb touching tho 

bent forefinger, the other fingers ex• 
tended] 

2S to 28. Named abo,·e in the list (not known) 

:JD. ,ir11a1uwha (spider) 
[The fingers oft.ho pad11iako.,a ha,nd 6l"l' bent 

further] 

N/ilya,-A4m 

lJ. kii.ilgula 
(middle aud fourth finger 11nd 

thumb separated, ring-finger 
bent, little finger rai.acd.) 

16. ulapadma 
(four-fingers inclining to tho 

palm) 

17. cutura. 
(four fingers stretched, thumb 

bent near little finger) 

18. bhramura. 
(middle finger o.nd thumb crOBS• 

ing, forefinger bent, the other 
fingere raised) 

19 to 22 & 24. named l\bove (not know~) 

23. ii.ri1aruibl1a 
(same) 

~lkippadii·a.rm11 

Hi. k{ulgu{u,i 

(middle and fourth finger and 
thumb joined, ring-fiugcr bont, 

little finger rnised) 

16. aliipadmam 
(1111 fingers sepnmtcd) 

16. caturu 

18. bhra111ara 
(ring-finger and middlo finger 

joining and slanting to the 
right thumb jointly inside, 
forefinger and little finger bent 
over them) 

)!) to 23. (not known) 

2-!. lcri,iilai 
(nil fingers spread out and bent) 

~ (JJ 



30. lxl11a (&rro,v) 2,. 
[litt-lo finger cxteucled, other fuigel'II joined 

and touching the thumb) 

31 1rdhaa1icika (half necdlo) 

[f?rofiogor of kapittlia hand raise] 

:!,;, dtipa111 

(mirldlu linger 6trctchecl, fore• 
' Hoger hent h1ilfl 

26. pisacam (evil-spirit) 

[Except tho thumb and fore­
fingers, other fingor11 stnnd 
togothcr) 

27. 111eynnilai 
(Four fingerd cxtonded nud thumb 

over the forefinger) 

28 • .ianta111 'a> 
(Except thuDlh nll the fow· fingers ·~ 

11tund sepnrnte) 

20. ilalai 
(ltliddlo fingorn nd forefinger stret­

ched, thumb joins below them, 
other fingers stretched) 

30. kapota111 
(In the patiikiL houd, the thumb 

stonds opnrt) 

31. makara-mukl,am 
(Tho thumb nnd the forefinger 

~!e1itl erect nnd join, the rest 
threo stood npnrt) 



.1Uihinaya;darpa11a Nii/ya-Ui,tra Silappadikiiram 

32. valampiiri 
(lit.tic finger nml the thumb 

erect, the forefinger hl'nt inMi<fo, 
the others stretched) 

33. pi11t/i 
(Tho forefinger, tho middle finitl'l' 

o.nd tho ring-finger join and 
bend inwnrcl,, thumb erect 01· 

fourfingera joined nnd bcnc..1 
thumb 01·er thom. It is 3imilnr 

to mu,ti) 

The aa11iyuta bands are twenty-three or twenty-four in number in the Abhi-
11aya-darpa11a, tweke or thirteen in the Nii/ya-A&lra, and fifteen in Tamil works. 

Abhinaya-darpa,_rn ,r,;jali, kapola, kurko./a, avaytika, \Iola, p!i,fpapu/a, ut.,ailga, 
.iivalinga, kha/akii-varta,niina, l:artari-avaatika, saka/a, 
oaiikha, cakra, aampu/a, pa:a, ki/aka, malaya, kiir111a, 
t•nriiha, yar11•!a, naga-bandha, kha/va, bheru1H/a. (11va-

N ii/ya:i,a.stra 
(Chapter IX, verses 8 
to 10) 

l1ittl1a is also added in ono edition) 
a,ijali,. kapola, karka/a, avaalika, ka/akavarlamiina, 

11taai,ga, 11(«ida, dal<I, pu;<pap11/a, tnakara, gajadanta, 
avabh:ta, vardluwuina 

Tamil work:! a,ijali, pu5pii,ijali, padma.ijali, kapota, karka/aka, 
avastika, ka/akii-r:aruttam, 11~-ada, lora, urcaflga, p11,•pa­
p11/a, ,riakara, ,ayanta, abhayahaatam and vartamilna 

Tho dot"il.:i of i.~o fingerA-pnscs rcla.t,ing to the combined hands (aa~yula) 
gesture~ Rro us follow~ : 

~ 
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.,J./Jl,inaya-<larpa110 

1. a,ijali (salutation) 
[two pataka hands joined palm to pal:in] 

2. kapot,J (dove) 
[two a;ijali hands meet at aide, hue and 
t.op] 

3. karl:4/a (orab) 
[finger& interlocked] 

4. ll!tUlika 
(two pataka hnnds joined at tho wrists) 

5. dola (swing) 
[two patii.kd hnnds placed on the thigh] 

6. pu_•papu/a (flower basket) 
[ ~arpa ;irDa hands pressed close] 

7. ul8ailga 
(mrga;ir,9a hand held touohing opposite 

armpit) 

8. .§iralitrga 
(ardhacandra with left hand and nkliara 

wiLh right hand) 

9. Kalaka-vardluz111iina 
(one katakaurnkha hand plnced on another) 

10. kartari-8t'Cl8/ilw 
(Kartari111-..1.:T,a hands a.re crossed) 

11. iab'a (chnriot) 
[bhra111ara hand with thumb and little 

finger extended] 

1. aiijali 
(same) 

2. lwpola 
(a&me) 

3. karfo(a 
(a&me) 

4. avastil;a 
(same) 

6. do/a 

N<ifya-t-aatra 

(two 1xitakii hands hanging down) 

6. pu~papu/a 
(same) 

7. utaaiuJa 
(arala hands placed one an an­

other) 

8. kha/akii-vardhamilM 
(same) 

1. a,ijali 
(6ame) 

2. kapola 
(enmo) 

Tamil ,cork 

3. lmrka/al:nm 

(snm_o). 

4 . . ,vastikam 
(same) 

6. toram 
(el\mo) 

6. pilpu/am 
(el\mo) 

7. utaaiuJam 
(piraka i hnnci II ncl cmi/11 

etnnding on wrillte) 

8. ka(akamruttam · 
(ea.me) 

hnml 

-~ ..... 



.-lblii1myn-d,1rpa11n 

12 . . ,ati!·M (conch) 
[thumbs of .,Hara hnnds joiue,1 and fore­

finger extended] 

13. cakra (disous) 

[ardhaazndra hands askance, palms in con­
tact] 

14. aampu/a (Ollllket) 
[The fingers of the cal:ra hande 11ro btlnt] 

15. pa.a 
[The forefingers of the svci hand are bent 

and interlocked] 

16. l.:ilaka 
(The little flngera of the mroa§ir,•a hand are 

interlocked) 

17. malaya (fish) 
[the paldk4 hands top downwards and 

· little fingers extended] 

18, karnia (tortoise) 
[The ends of the fingers of the cab-a hand 

aro bent except thumb and little finger 1 
19. ooriiha (boar) 

[mrgasir~ hands one on another, back to 
ba.ok, the thumb 11nd t.ho little finger 
inter~] 

_Vll/ya-saalra 

9. mal-ara 
(patuka hands with thumb raised 

or turned down and placed on 
eaoh other) 

Tamil u•ork, 

9. fliakara,n 
(one l:apola hand placed abon 

the other) 

,,,. 

~­
"°' 



~U. garuda 
(ardhacandra hands hehl with pelmuskllnco 

and thumb interlocked) 

21. niiga-oondha 
(aarpa.iira., hands oroseed) 

22. kha/lil (cot) 
[The thumbs and tho forefingers of the 

cakra h11nde are left free] 
23. bheru11r/a 

(wiists of the kapittlui hands joined) 
24. avaditta 

(two aliipud111a hands held on the chest) 
10. ai·al,itha 

(two l,ukat,111r/a hands placed in 
tho breast nm! slowly lo\l'cred) 

11. 11i,,adha 
(left hand hol<ling right arm 

above the elbow nnd right hnnd 
touching the left nrm) 

12. gajadanla 
(The aarpaffriiahands touching tho 

opposito arms lictlreen shou ldP.r 
end elbow) 

13. rardl1a111ana 
(The m11A;ula hand is clasped by 

the kapittha band from opposite 
directions) 

10. abhaya-haatam 
(Sllme) 

11. nifada 
(Hamo) 

12. mrtlwmdnam 
(s11mo) 

13. padma11jali 

,,,. 

(both rdmakola hands joined) 

---1 
~ 



7,j. 

· I · t I · <l · th re arc the nrlta-hasta& In n<ldition to the asamyuta anc sa111y11 ·"· ,au s, c . • . . 
·(called in Tamil tezliirkai or niruttal:ai). They have no spccuil meaning nn~ are 

I · ti t <ld bca.uty grace au<l ele"nnce to the <lance poses. They 
·uscc m pure nr a o a . ' • . . c1s"' n11darecnnmera.te<l dilTorcnt ly 
-are selections from the asa.n,yuta and sa111yuta han • 
in the Abhinaya-darpa(1 <t, Nci/yn-.ff1s/ra•ancl 'l'nmil works. 

A 
.di t t'· Ahh' •·ikti svastika ,lc,lu ,i,;jali, katakarnrtamirna, saka/a, 

ccot ng o ue • ,. JJau , •· • ' . · • z · · 1 
naya-darpai,a there pai a, kilal:a., ka.pillha , .f,kl,ara, /;urma, wmsasy,t a m 

are thirteen nrtta- <ilapad11w-. 
· lmalas. 

~l'hcr.c arc twcnt.y- scycn 
" ! tta-hastas accord­
ing to. tho Nafya­
,:a.stra. 

r.alttrm,-ra , 1ulvrlla, ,al,rn'wkha., svastika, viprakir~1a, 
arii./a., ka{akii.m.vklw, aviddlwvaktra, sficyllsya., recita, 

ardlwrecita, 'ltltiina.-1.·aitcila, JXlllava, nitamhf'·, ke\a. 
bandha, !ala, ka,·ilwsta., 1iak,0ava,icilaka, pak._,"prudyo ­
taka, garur/a-pak§a, daJHJapaksa, ,irdhva-11w-t"l"li, 
mu§(ika-svastika , 11ali11a, JXldmakosa, alapal/(lrn., ,tlba,iw, 
lalita nncl valita. 

('rhus according to Bhnrata, twenty-four asani.yut,i nn<l thirteen sa11iy111<i nn<I 

t wenty-seven nrtta-haatas make up sixty-four hand-gestures. According to tho 
Abhinaya-darpai,a, tho total is fifty-one hand-gestures.) 

According to Tamil catura8ram, uUuvfclam, talamuklwm, sr:ast ikam, vipra,-
\\·orka-thirty kir{1am, ardharecit<ml, artil,1kctf, 1kcim11kltam, ,i.vilhat·t1tli-

{ i.e., .. ':'l1ddlui1w11.dapra- ram, 8llcimul;liam, recitam, 11ttiznavai1citam, pallavam, 
ku 'am qgoted in the nitamham, gajadantam, ilatl1i, karikkai, pakkam;ici/a11&, 
i·,ilr1.pparlikaram). pakkapratiyogum, garw/apakkam, da1Jrfa.p<1kkain, 

"'l'here are tho twcnty­
si, nrtta-hastasstntcd 
by Bharatn plus gaja­
d,m/a111, pakkaman­
c/ali, uro111a~tfali a~cl 
11ra/1piir.;vardha111an-
</ali. · 

1:lhnrntn and, tl10 

Tamil work dcsc ribo 
· the nrtta-hasta& in 
detail. 

iirdhvaman,Jali, pakkamaiu!ali, 1<ro1na11 (lali, 1<ro(,­
pudvard/1a1nai,(lali, ?llll f/ikasvastikam, 1U1linipa<lma­
k0Sam, a/a,padmam, urpaiwm, ilalitai and valitai. 

CARIS 

According to Blu,rata's Nii /11a-!,iislra, ciiris aro thirty-two in number nod are 
,classified as earthly (blwmn<t} nod hcnvonly (akiisa-gami). Tho Abhinaya-darpa1,ta 
refers to ciiris. Thus t he t wo works <l.ilTcr in this respect . 

MA~l)A.LAS 

Accordiag to Bha.rata.'s Nalya-!Jastra, they are twenty in number and are 
classified ne earthly and heavenly. But the Abhinaya-darpat_ta refers only to ten 

" 11<1(>(/ala., , Herc a lso the two works clilfcr. 

Tll°E 1'N D 
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