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PREFACE

There are scholars who attribute the origin of Indian music to
Samaveda, a Veda in which the mantra-s are recited as songs in
connection with the performance of the Vedic ritual called Somayaga. In

this recitation the ‘svara’ is of prime significance. The Rgveda has a Rk in

which the samagana is compared to the song of birds (II. 43.2.). The
intonation of Udatta, Anudatta and Svarita which is essentially applied in
the recitation of Samamantra-s also points to the origin of music. The
Sama songs are technically called Stotriya-s and they are sung by priests

who are called Prastota, Udgata as well as Pratiharta.

Music had played a vital role in the production of Sanskrit plays.
No presentation of a classical play in ancient stage cannot be thought of

sans music. A complex music culture has been part and parcel of India’s

literary tradition for nearly 2000 years. The first detailed description of
music in drama is to be found in Natyasastra, which in, many respects, is
considered a manual for the producer of plays on stage. It can be seen that
several terms of modern musicology probably stemmed from Natyasastra.

In fact Sanskrit drama is a combination Gita, Vadya and Nrtta which is



called ‘tauryatrika’. All these various aspects of music in drama are
discussed in the present thesis entitled ‘“Musical Patterns in Sanskrit
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CHAPTER ONE

INTRODUCTION

The variety and richness of Sanskrit dramatic literature has been
underscored by writers on Classical Literature in Sanskrit. It was in 1906
that an English scholar called Montgomery Schuyler prepared a
bibliography of Sanskrit drama in which he has mentioned as many as five
hundred names of Sanskrit plays though some of which appear to be
repetitions and some the names of acts and not plays themselves'. The
variety of dramatic literature in sanskrit is obvious from the ten types of
rupaka-s mentioned by Bharata, probably the earliest dramaturgist in
Sanskrit in the twentieth chapter of his Natyasastra mentioned in other
texts on dramaturgy and nearly twenty types of Uparupaka-s. The richness
of dramatic literature in Sanskrit is further evident from the presence of

several Sanskrit texts on dramaturgy like the following:

a. The Natyasastra of Bharata ( From 2nd century BCE to 3rd century
CE) The Commentary to Natyasastra named Abhinavabharati
written by Abhinavagupta( last quarter of +10 and first half of +11

(975-1015)

Referred to by Sankunni Nair, M.P., Natyamandapam, Mathrubhumi, Kozhikode,
1987, p. 227.



Other works where we find the discussion on drama are :

a. The Dasarapaka of Dhanafijaya +10. (974-995) and its well known

commentary called Avaloka by Dhanika
b. The Bhavaprakas a of Sﬁradétanaya
C. The Natakalaksanaratnakosa of Sagaranandin +13
d. The sixth chapter in Sahityadarpana of ViSwanatha +14
e) The Rasatarangini of Ramannda
f) The Rasarnavasudhakara Sir'1gabh1'1pe'11a+14.2

Such significant treatises on dramaturgy could not have been
composed but for the existence of large number of plays in Sanskrit and a

live theatre tradition.

The Kuttanimata of Damodaragupta of the 9th century CE gives
details on the enactment of the first act of Ratnavali, the most well known
Natika in Sansksrit penned by king Harsavardhana. So also in the
Sangitaratnakaravyakhya by Kallinatha, details on the mode of enactment

of the benedictory Sloka of Kalidasa’s Vikramorvasiya are furnished. The

> For more information of the topic vide, introduction by Vijayan, K, Dr., to the

Mal. Trans. To Natyasastra of K.P Narayanapisaroti.



Keralite works like Natankusa, Vyangyavyakhya,
Abhijfianasakuntalacarca, Attaprakara-s, Kramadipika-s etc. also give
vital information on several significant aspects of Sanskrit drama

including its musical patterns.

There are scholars who attribute the origin of Indian music to
Samavéda, a Veda in which the mantra-s are recited as songs in
connection with the performance of the Vedic ritual called Somayaga. In
this recitation the ‘svara’ is of prime significance. The Rgveda has a Rk in
which the samagana is compared to the song of birds (II. 43.2.). The
intonation of Udatta, Anudatta and Svarita which is essentially applied in
the recitation of Sama mantra-s also points to the origin of music. The
Sama songs are technically called Stotriya-s and they are sung by priests

who are called Prastota, Udgata as well as Pratiharta.

Music had played a vital role in the production of Sanskrit plays.
No presentation of a classical play in ancient stage cannot be thought of
sans music. A.L. Basham observes that a complex music culture has been
part and parcel of India’s literary tradition for nearly 2000 years. He adds
that the first detailed description of music in drama is to be found in

Natyasastra which, in many respects, is considered a manual for the



producer of stage plays. It can be seen that several terms of modern

musicology probably stemmed from Natyasastra ’,

In the sixth chapter of Natyasastra which is otherwise called the
Rasadhyaya, at the outset, Bharata speaks of the Natyasamgraha which is
a collection of component items in a dramatic performance. The items of

the Natyasamgraha are:-

1. Rasa or dominant emotion

2. Bhava or mental states

3. Abhinaya or gesticulatory representations
4. Dharmi or practices of acting

5. Vrtti or style

6. Pravrtti or action

7. Siddhi or achievement

8. Svaras or notes

0. Atodya or instrumental music

Basham, A.L., Cultural History of India, Oxford University Press, YMCA
Library Building, Jai Singh Road, New Delhi, 2007, PP. 135-136.



10.  Gana or song
11. Ranga or stage

The terms, Svaras, Atodya and Gana are pertaining to music in
drama. The Svara-s are musical notes beginning with sadja. They may be
either Sarira (corporeal), or Vainava ( originating from Vina or lute ). The
Atodya or musical instrument is of four types namely Tata, Avanadha,
Ghana and Susira. Tata is the stringed instrument. Avanadha is drum-like
instrument of percussion. Ghana is known as the instrument for beating
time. Susira is instrument with holes and it is flute. Gana with the

combination of Dhruva-s is of the following five kinds:
Pravésa or entry

Aksépa or casual

Niskrama or exit

Prasadika or pleasing

Antara or internal.

In chapter five of Natyasastra in which Bharata chiefly describes the

procedure for the preliminary items before the commencement of Natya,



certain aspects of music namely playing of drums and other stringed
instruments are mentioned. They are to be performed along with pathya or
the recitation of passages. The first item called pratyahara is the systematic
arrangement of all the instruments of music. Then comes the avatarana
which is the formal seating of the musicians and the instrumentalists. The
third item, the arambha, is the formal commencement of the singing. The
ASdravana is the adjustment of the instruments before actual playing. The
vakrapani constitutes the dividing and setting apart of the various vrttis or
styles of instrumental music. The practice of the different hand-poses for
denoting the time beat and the harmonious playing of drums and other
instruments together is called margasarita. Asarita is the regular practising
of the beat of the time fractions. All these are pertaining to the Gitavidhi

or the application of songs with a view to propitiate the deities.

The supreme significance attached to music in drama in Natyasastra
is evident from the fact that Bharata discusses music in rupaka in six
chapters, that is, from twenty-eight to thirty-three. The twenty eighth
chapter is called Atodyavikalpanam or the classification of Instrumental
Music. Chapter twentyninth is on stringed instruments. The thirtieth

chapter discusses the susiratodya or flute etc. Chapter thirty-one is on



Tﬁias, that 1s, the time-measure and the Ghana instrument of Téia. The
thirty-second chapter is solely on the dhruva songs. Such songs are
applied in drama on several occasions the rules and propriety for which
are determined by the natyacarya. Chapter thirty-three is entitled as the
Avanaddhatodyavidhanam or explanation of avanaddha instruments or the

covered ones.

In Nataka, we give equal impotance to abhinaya and nrtta from the
ancient time itself. NatakaSalas in the king’s harems are the examples for

the same. Natya is the combination of abhinaya and nrtta. Apart from the
ten major types of drama, eighteen minor types are also included in rupaka
in which music is prominent. Without Tauryatrika a combination of gita,
vadya and nrtta, no acting can stand alone. From this old school thought,
came the importance of drama. The songs in drama are called Dhruva-s.
In the opinion of Bharatamuni, these kinds of dhruva-s and portions of the

natakas in which these are included in this thesis.

From the vedictime onwards, music is given much importance. In
Rgveda Usas is considered as the Goddesses of dance. There are Vedic
and non-vedic meters, they are different, but each meters had rasas and for

each rasas they have respective ragas.



Drama has its origion a long way back- in the Vedic Era. Later,
many dramatists wrote dramas according to the rules mentioned by
Bharata in his Natyasastra. Having themes adapted from Epices and
Puranas, the playwright brought gita, vadya and nrtta to the stage through
their characters. The Hero, Heroine and other characters were portrayed as

masters of arts and these kinds of dramas created enphoria in the audience.

We can clearly find out the poet’s keen interest in arts as he he creates his

drama using ‘tauryatrika’ to make drastic changes in the minds of the
audience. These dramas had a beginning which blessed the audience well
and they were with happy endings. In stark contrast with the Western

‘tragedies’, these dramas gave much satisfaction to the audience.

The school of dance including Bharata and his disciples acted as a
guide for the later dramas. Bharata described only ten varieties for the
dramas- rupakas. Apart from that, Séradﬁtanaya’s Bhavaprakasa (BP) and
Visvanatha’s Sahityadarpana (SD) had divided dramas to many divisions:
Unlike- other alankarikas- the author of Bhavaprakasa gave thirty varieties
to dramas. In addition to this, it is again subdivided in five different ways.

Where as in Prataparudriya of Vidyanatha tells only about ten variants,

and there is no reference of sub-divisions.



Alankarikas are almost of the same opinion regarding character-
Hero-Heroine varieties. There existed a custom in which the main
character spoke in Sanskrit and others in Prakrt. Dramas needed a stage
and Natyasastra describes about three types of stages. The dramas and

performing arts were staged in the temple during festival seasons. For that

purpose, there were ‘kuttambala-s’ connected with temples.

The word Bharata denotes as bhava, raga and tala respectively. It is
a culmination of the three words. This definition is found in

Vedantadesika’s Sankalapasiryodaya, .§fﬁgara§ekhara etc. Likewise, there

are also references about situations in which music should and should not
be used. They also describe about make up and costumes of the characters
and the qualities each character should have. Moreover, we have Purana
characters such as Siva, Ravana, Krsna, Bana etc. who are closely related

with natya.

Sangita or music originated from Samaveda. And it is the
importance of Samaveda apart from the other three Vedas. As the contents
of Vedas were hymns, later piety, love and other emotions were
experienced through music. There are proofs in Mahabharata, Ramayana

and Purana that there existed gita, vadya and nrtta. There are two types of



songs namely gana and gandharva described in Natyasastra. These are
called dhruvﬁgiti—s. When we talk about music, we can not avoid the
musical instruments. According to Natyasastra there are four kinds of

instruments. In addition to them, there is a special instrument named

‘jarjara’, which is used only in the staging of Sanskrit theatre. Our

ancesters believed that without ‘Jarjara’, natya will not be complete.

Songs in dramas are called dhruvagiti-s. There are five dhruva-s

according to chapter thirtytwo of Bharata’s Natyasastra. They are-

1. Prasadiki

2. Naiskramiki

3. Aksepiki
4. Pravesiki
5. Antara.

This occurs throughout a drama. Sﬁradétanaya describes about five
dhruva-s in his Bhavaprakasa, but we can not compare or contrast them
with the previous mentioned dhruvas of Bharata. Those five dhruva-s

which belongs to Bhavaprakasa are-
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1. Adika

2. Apakrsta
3.  PraveSiki
4. Avasaniki
5. Antara

According to Bharata all meters are not employed in dhruvagiti-s.
But seven meters like putam, mala etc. are considered as suitable for
dhruva songs. Like wise, there are references to the seven svaras-
saptasvara-s to be used at the five junctures. Besides these five dhruva
giti-s, there are six more varieties enumerated namely §irsaka, uddata,

anubandha, vilambita, addhita and avakrta.

There are terms like Nandi and piirvaranga, which give importance
to music. Of these terms, purvaranga has three variants. Vi§vanatha, in his
Sahityadarpana, defines Nandi as -

[aV
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Visvanatha, Sahityadarpana V1, V.24
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Nandi can also be divided to two. Bharata opines that music should

be used at all these situations. Apart from music, dance is also used in

drama. The group dance of women in drama is called ‘pir_lc_ﬁ’s.

The fourth chapter of Natyasastra refers to four more varieties of
nrtta, including $rngalika, latabandha, bhédyaka, pindi. Dance is

dependant of tala and laya. And it is mainly divided in two-
1. Lasya
2. Tandava

In addition to these two forms, there were three more variants of
dance in the ancient times such as Halliaka, Rasa and Rasaka. References
to the staging of dramas can be found in the Astadhyayi of Patanjali,
Buddist Texts, Epics, Visnupurana, Kamasutra, Dramas of Sriharsa,

Kutttanimata of Damodaragupta and Visnudharmottamapurana.

It is told in Ramayana that the divine dancers Misrakesi and
Pundarika danced and the sage Narada sang for them. In drama, the

expressive form of dance which combines abhinaya and nrtta is called

5

NS, Trans. Hindi, Madhusudani, IV, V. 292
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‘Lasyanga’. These ten types of Lasyanga are described in Natyasastra.

These are closely related to music.

Sanskrit drama has a long past from Vedic periods. According to
Pischel, the Western scholar observes that drama has its origin from
puppet play. The Epics like Mahabharata, Ramayana, Kathasaritsagara etc.

proves the first staging of ‘Pavakuttu’in early days. During the festival
seasons, this ‘Pavakittu’, had been staged in temples. It is also considered

as a kind of drama. In such dramas Puranic stories were presented. The
Eastern drama differs from Western drama in many aspects. On the other
hand rasa is an element which is treated as important in both Eastern and
Western dramas. The Western Nations like Indonesia, Burma, Ceylon,
Siam, Cambodia etc. has some similarities with Eastern dramas. Tragedy
and comedy of Aristotle are seen in both Eastern and Western dramas,
though in Sanskrit dramas are of good endings only. But it has too much

similarity with Greek drama.

In Kerala, Sanskrit dramas are not seen at present. But the
performance of dramas can be seen through Kutiyattam, a dance
performance of Sanskrit drama. In this dance drama form, one or more

acts are summarized without losing its content and beauty. In the same

13



way, four types of abhinaya are seen in both the tradition of Kathakali and

Kutiyattam.

Sanskrit dramas are too much owed to Malayalam dramas. Kavalam
Narayana Panikar, K.T.Muhammed , N.N. Pillai , Ponkunnam Varkey,
C.N. Sreekantan Nair , C.V. Raman Pillai, S.L.Puram Sadanadhan ete are
the famous figures in the field of Malayalam dramas. Of them Kavalam
Narayana Panikar has staged many Sanskrit dramas. He directed the
dramas of Bodhayana’s Bhagavadajjukiya (1976), Bhasa’s
Madhyamavyayoga (1978), Diutavakya (1980), Urubanga (1983),

Karnabhara (1984), in his own style.

14



CHAPTER TWO

FEATURES OF SANSKRIT DRAMA

Drama is an art that must communicate an emotional atmosphere by
its effective representation on the stage. There are many similarities
between human life and drama. Every human being has to enact many
significant roles in life before he ranishes from the stage of the universe he
is to represent. In other words human being has to play many roles like
those of a parent, guardian, husband-wife, brother-sister, lover etc. before

he-she retires the green room of life.

According to ancient Indian tradition, drama was something that
equalled with life. This explains why it was treated with great gravity. The
existence of an extensive work on Sanskrit dramaturgy like Natyasastra
(NS) points to the fact that there was a live tradition in India. There is
ample evidence from the NS that it gives most significant to the
performance of drama than its near appreciation by reading. Critics like
Abhinavagupta observe that at through sahrdaya can have the dramatic

experience even by reading a play.

15



According to Sanskrit dramatical tradition, rasa or sentiment, or the

emotional content of the play is a prime significance-
7 fg Togd Hued: gadd’.

According to Dhananjaya, the author of Dasaripaka (DR) Vastu
(plot), Neta(character), rasa(sentiment) are the three factors in drama. It
seems that he considers vastu or plot is more important than the other two
factors. For him there are dramaturgists like Abhinavagupata who consider
patram or kathapatram is just an instrument or a receptacle of relish rasa

that is why he is so called-

T ATeE AT AT H AT AT TR R IIATT HaTHTH-

ATTTATHTHT: T BIIIATABTA TN a1/ |
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The expression- nrtta, nrtya and natya in NS also gives a hint of its
evolution of drama from nrtta and nrtya. Chapter one in NS tells how

drama originate from the Veda-s-

NS of Bharatamuni, Vol. I, Trans. Mal., Kerala sahitya academy, Thrissur, V. 30.
NS of Bharatamuni Vol. I, Trans. Eng. M. M. Ghosh, New Bharathiya Book
corporation, Delhi, P. 222.
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The model for a dramatic plot seen in the Rgveda is the dialogue
hymns between Yama-Yami, Puriiravas- Urvas$i, and Sarama-Panis etc.
Prof.Levi approved the above mentioned suggestion and Pischel explained

the exchange of ‘prose and verse in Indian drama as a legacy form of this
old poetry’.9 Prof. Schoreder has pointed out the close connection between

music, dance and drama. The diety usas is considered as a dancing girl.
The story of the origin of natya described in NS, Bharata has connected

the apsaras and gandharvas through the performance of natya.

The Sanskrit drama uses literary Sanskrit and prakrt dialect
wherever necessary. Rules for the use of prakrt dialect are seen or given in

dramaturgical text.
2.1. Essence of Sanskrit Drama

As has been mentioned already the evocation of rasa or sentiment

or creating the necessary emotional mood forms the quintessence of

NS of Bharatamuni, Trans. Hindi. Madhusudani, Banaras Hindu University,
Varanasi, Vol. I, V. 17.

Hari Ram Misra, The Theory of Rasa in Sanskrit Drama with a Comparative
Study of General Dramatic Literature, Vindyachal Prakasan, India, P.60.
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Sanskrit play production. In Sanskrit dramaturgy generally mentioned as
rupakas for plays. The expression rupaka itself denotes that it is meant for

enactment.

10
T TANGEEa R IgaH o -

The production is meant to evoke the dramatic experience in a
responsive spectator. The NS says that the rasa-s first taken from
Atharvaveda since it contains any rituals related to life of common people.
In ancient India dramas are enacted on the occasions of festivals on each
day of festivals, perhaps, an act of the drama was presented in the stage.
This explained the rule regarding the number of acts in Sanskrit play
ranging from one to ten. But no drama normally exceeds ten acts. There
are several plays in Sanskrit drama with ten acts like Mrcchakatika,
Malatimadhava etc. In the introductory portion of Sanskrit play sometimes
a song on a particular season is sung. This explains seasonal significance
of the play production. In NS the first play was staged in Indradvajotsava.

Bharata adds that of rasa is the soul of drama, the plot constitutes its body

sfge @ ATeae RR aReifaay /'

ViSvanatha, SD, Sanskrit-Hindi commentary, Krishnadas Accademy, Varanasi .
VI, P..387.
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Rasa are generated from the bhavas. Bharata has mentioned eight
sthayibhavas and eight rasas, where bhava and its definition and the
various kinds of bhava like sthayibhava sancaribhava are dealt with the
seventh Chapter of NS. It is the sthayibhavas are transformed in to rasa in
combination with the vibhava-s anubhava-s and sancaribhava-s. Four
vrttis in natya namely- bharati, satvati, arabhati and kaiSiki are closely
linked with the communication with rasa. The kaiSiki is more connected
with the sentiment of love, laughter and humer. Since it is related to
womanly charm it is also related with song, dance, lovely and variegated

with garments etc.

2.2. Pecularities of Sanskrit Drama

The following are the distinctive features of Sanskrit drama-

1. In comparison with western drama, we can see the entire absence of

tragedy. Drama in Sanskrit has never a sad ending.
2. The lyrical stanza and prose dialogue appear in mixed style.

3. There is a use of Sanskrit for some characters and Prakrt for others.

11

NS, Tran. Mal., Vol .II, P.38.
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10.

11.

12.

13.

The Vidusaka usually plays a prominent part, while the hero and

heroine are often in the depth of despair.

The emotions of terror, grief or pity inspire the audience. They are

then tranquilized by the happy termination of the story.

Sanskrit drama is divided into scenes and acts.

The number of acts in a play varies from one to ten.

Death is not allowed to be represented on the stage. So also
degradation, banishment, natural calamity, biting, scratching,

kissing, eating and sleeping etc cannot be performed on the stage.

Sanskrit play are full of lyrical passages, usually consisting of four-

two line stanzas.

Sanskrit dramatists show considerable skill in weaving the incidents

of the plot.

The story is commonly borrowed from history, Epic or legend.

Love is the chief subject of most Indian play.

The hero is usually a king, already the husband of one more wives.

20



A Sanskrit play begins with a prologue and regularly opens with a

benediction.
2.3. Authorities on Dramaturgy

The hundred sons or disciples mentioned by Bharata includes
names like Kohala, Dattila, Séﬁkarar_la, Pingala, Badarayana, Nakhakutta,
Asmakutta who could have been themselves recognized authorities on
dramaturgy, dance, music, prosody etc. in ancient India .Abinavabharati of
Abhinavagupta, Bhavaprakasa of Saradatanaya, Natakalaksanaratnakosa
(NLR) of Sagaranandin, Natyadarpana of Ramacandra and Gunacandra,
Rasarnavasudhakara of Singabhupala, Dasaripaka of Dhananjaya are the
books on Natya literature. The Kerala works Abhinayadarpana (AD) of
Nandikesvara, Balaramabharata (BBH) of Karthikathirunal,

Sahityadarpana of ViSvanatha etc considered as authority on dramaturgy.
2.4. Drama and its division

Drama is technically called rupaka which implies the fact that it is

meant to be enacted on the stage. The rupaka divides in to ten of the

following types —
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1. Nataka

2. Prakarana

3.  Bhana

4.  Vyayoga

5. Samavakara

6. Dima
7.  Ihamrga
8. Anga
9.  Vithi

10. Prahasana

The ten kinds of drama described in the NS fall in to five different

types. They are-

1. One act plays in a monologue. Eg. Bhan a .

2. One act plays with one or two characters. Eg. Vithi

3. One act play on different kinds of subject matters and more
characters.

22



Eg:- Vyayoga, Prahasana, UtSrstikanga.

4. a) Play with three loosely knit acts and many characters Eg.

Samavakara

b) Play with four loosely knit acts and many characters. Eg. Dima,

Thamrga
5. Plays with 5 to 10 well-knit acts and many characters.
Eg. Nataka and Prakarana.

Each of these five types of play seems to be generally connected
with one another.This divisions such as the variety and richness of a live
theatre tradition in India, without which a work like NS and the

subsequent literature in dramaturgy could not have come in to existence.

According to Ronald Peacock ‘these forms of drama are naturally and

organically evolved of experience’.12 The drama is traditionally called

drsya kavya, something that meant to be visualized and heared. The drsya
kavya is often like a creation that includes the three factors namely- nrtya,

vadya and dance. This is technically called tauryatrika.

Christopher Byrski .M., Methodology of the Analysis of Sanskrit Drama,
Bharatiya Vidya Prakasan, Varanasi, P.1.
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2.5. Music in Uparupaka-s

Rupaka is also divided in to eighteen subsidiary types of plays whose

names according to Visvanatha’s Sahityadarpana are-

1. Natika

2. Trotakam
3. Gosti

4. Sattakam

5. Natyarasakam
6. Prasthanam

7.  Ullapyam

8. Kavyam

9. Prenkhanam
10. Rasaka

11. Samlapakam
12. Srigaditam
13. Silpakam

14. Vilasika

15. Durmallika
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16. Prakarini
17. Hallisa

18. Bhanika

Saradﬁtanaya, in his BP, also considers nataka as rupaka though he
adds thirty divisions in total. The first ten are the same as the name given
by Visvanatha to dasariipaka and these are related to rasa. Remaining the
twenty are partially equalls with him. But some names are given to

natakas are different or same-

ST THEAT SIHTOTHATTERA |
¥ T TREOT S faeteEan 1|

They are-
1. Natika
2 trotakam
3. gosti

4, Silpakam
5. Tombi"

6.  Srigaditam

Séradatanaya, BP, Trans. Hindi., Radhakrishna General Store, Mathura, P. 374.
This is ViSvanatha’s bhanika.
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1. Bhani

8. Prasthanam
9. Kavyam

10.  Sattakam

11.  natyarasakam
12.  lasakam

13.  ullapyakam
14.  halliSakam
15.  durmallika
16.  mallika

17.  kalpavalli
18.  parijatakam
19. preksal.laka15

20. samlapam.

This twenty in number are realated to bhavas, the types of dance

... 16
varities.

P Bhoja accepts two divisions such as preksanaka and nartanaka.

° Saradatanaya, BP, VIII, V. 2-3. P. 321.
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It is interesting to note that examples for some of these uparupakas
are still missing. The forms like natika and trotaka are more musical when
compared to other uparupaka-s. In these forms significance is seen
attached to songs and music than dialogues. Songs are seen sung to
musical accompaniment with appropriate histrionics.'” This is evident in
the fourth act of Vikramorvasiya (VV) in which the hero Puriiravas in a
mood of sorrowful solitude goes on wandering in seeing the heroine
Urvasi who disappeared all of a sudden. He goes on making queries about
his beloved to the peacock, cuckoo bird etc. In this portion poets creats a
musical atmosphere in the play. This musical situation enhances the
horrowful mood of atmosphere in a particular context. Vikramorvasiya is
sometimes considered as a sattaka. This significance is also seen in natika-
Ratnavali (RL) . In which generally there is an emphasis given to this
sentiment of love. And the hero is of the dhiralalita type. The romantic
atmosphere is effectively presented when by giving significant to song and

music.

7" Rachel Van M. Baumer and James R. Bradman, Sanskrit Drama in Performance,

Mothilal Banarsidas P.133. and See A. B. keith, The Sanskrit Drama, Motilal
Banarasidas, Varanasi, P.351.
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2.6. Nataka and Prakarana

Of these ten types, the nataka and prakarana are more significant and
important. But the nataka and prakarana are almost the models for fully
developed dramatic forms after a possible long journey of evolution to its
present development. According to Bharata a nataka is full of activities

and displays diverse sentiments and feelings.18

éﬁradﬁtanaya makes a general statement, ‘a full drama is the one

which contains diverse sentiments and embellishments’ -

. . . 1
T PRATE e quicteror |

The word Nataka is derived from the root Nat-

o

eald FRIHT geataid ATeHA |

Abhinavagupta derives the term from the root Nata meaning to

bend. —

FEEPd AT & aees " |

18

NS, XVIII- 4.
Saradatanaya, BP, VIII, 12.
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The words for actor (nata) and play (nataka) are derived from the

verb nat, the Prakrt form of the Sanskrit nrt ‘to dance’. The name
Bharata, the mythical inventer of the drama in Sanskrit also means ‘actor’.

In several of the vernaculars it signifies ‘singer’ as in the Gujarati

Bharot™.

Vidyanatha in his Prataparudriya, treats riipaka-s are ten in number.

But he canot accepts the other divisions like the subsidiary ne_ltaka—s.21

Sﬁradétanya quotes some authors who divide nataka in to the

e L 22
following five divisions-

1. Purna

2 Prasanta

3 Bhasvara
4 Lalita
5 Samagra

0 AA. Macdonell, A History of Sanskrit Literature, Motilal Banarsidas , Delhi,

P.293.
Vidyanatha, Prataparudriya, The Sanskrit Educational Society, Madras. P. 71.
Saradatanaya, BP, P.238-241.

21
22
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2.6.1. Purna

In this type of drama which has got all the five sandhi-s.

2.6.2. Prasanta

It has also five junctures. Eg .Swapnavasavadattam

2.6.2. Bhasvara

This has different set of junctures- five in all. Eg. Balaramayana of

Rajasekhara.

2.6.4. Lalita

It is graceful play represented by Kalidasa’'s Vikramorvasiyam. It

has also five junctures called vilasa, vipralambha, visodhana and

upasambhara.

2.6.5. Samagra

It represents a full- fledged model of the dramatic art and posses all
the characteristics of a dramatic composition Eg -Maha-natakam of

Hanumat kavi.

30



There is a well- known saying that ‘Nataka is the original specimen

of all dramatic representation. Srikrsnakavi in his Mandaramakaranda

says-

3MTE: THIUMGHT ATCH TPHId T4T:.

All other types, both major and minor, draw upon nataka for various

elements in their constitution and of embellishment.

Drama is the reproduction of certain situations so as to induce in the
spectators a sense of identification with the hero and other characters by
the way the actors renders them™. Drama is an art of presenting a story in
the form of dialogues and the ‘elements going to the make up of a play’
says Aristotle ‘consists of the fable manners, diction, sentiments,
decoration and music’. Thus drama is a literary piece written for

representation on the stageM.
2.7. Hero or Neta

The hero may be of different type as human beings can possibly

with all shades of difference in their natural disposition and modes of

= Singabhupala, Rasarnavasudhakara, Trans. Hindi, Sagrika, Eighth Edition, 57,

Dhanatfijaya, DR, Trans. Hindi, Krishnadas Academi, Varanasi, 1-7.
For details reffer Aristotle’s, poetics, II - III.
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acquittal. Different qualities make a man perfect. The hero or the principle

character is classified into four types namely-

1.  Dhirodatta
2. Dhiralalita
3. Dhiroddhata

4.  Dhiraprasanta”

In the above classifications the lalita type of hero gives
significance to have much interested in performing music. According to
Bharata, the hero of a nataka should be gallant or udatta. He should be of
high birth, noble in temperament, sublime in thoughts and chivalrous in

actions.

There is a second school of thought which appears to imply that the
dominant quality of a hero of a nataka even only be gaiety. The hero
could belong only to the Dhira- lalita class. According to Sagaranandin,
dhiroddhata hero should represent a God or superhuman being. A dhira-

lalita is a King; a dhirodatta is a minister or a commander of forces

»® NS , XXIV-3; Sahityadarpana , 11 31; Dasaripaka, Trans. Hindi, Krishnadas

Academi, Varanasi, II, 3.
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dhirasanta are Brahmans and VaiéyasZ6. According to Sagaranandin, the
hero of dhirodatta type can be seen in some of the dramas of
Uttararamacaritam,  Adbhutadarpanam,  Malavikagnimitram  (MA),

Avimarakam (AV), Balaramayanam.

The heroines can be chiefly divided into three-

1. Sviya
2. Parakiya
3. Sadharanaétri.  Besides these, they (heroines) have different

alankaras also.

2.8. Alankara-s on neta or character

Different poeticions have their own view points on hero. But more
of them accept only four types. So we have to discuss that mainly nataka is

based on three facters that we discussed in the beginning of this chapter.

2.8.1. Abhinavakalidasa

The essential qualifications of a hero are enumerated by
Abhinavakalidasa in his Nanja-raja-yaso-bhusana (NRYB) him as

generosity, grandeur, high birth, prudence, comeliness, valour and piety.

Sagaranandin, Natakalaksana ratnakosa, Trans. Hindi, Chawkhambha Prakasan,
Varanasi, P.2.
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2.8.2. Singabhupala

He is a magnanimous and is an impressive personality. And he
adds a few more qualities or characterstics, as cleverness in conversation,
sense of gratefulness, statesmanship, self confidence, brilliance, love of art

and amiability.
2.8.3. Srikrsnakavi
He adds a few features of a hero in general.

2.8.4. Vagbhata

He has got the longest list of qualities necessary for a hero, which

comprise as many as twenty-eight covetable accomplishments27.

2.8.5. ViSvanatha

According to him munificent, clever, high born, handsome,
youthful, enthusiastic, prompt, devoted by people, powerful and factful is

the nature of the hero:-

W ot FeA: FoH FUATaETEr |

I f Rl dgremeferarad |17

Hemacandra, Kavyanusasana, (Ed.), Sivadattasarma, Chowkhamba Vidyabhavan,
Varanasi, V, P.62 and refer Vidyanatha’s Prataparudriya.

34



2.8.6. Gunacandra

He is brief in defining a hero. A hero is possessed of the prominent
virtues. He 1s victorious in the end. But before that he overcomes

) ... 29
incalamities™ .

2.9. Languages of different characters

Local languages like Malayalam have been added to the plays from
the time of kulasekhara varman to comment upon the action of the play as
well as to add contemporary colour to it. By the time of the Kutiyattam
tradition, the Sanskrit language had ceased to understand by the common
people. Thus local languages must have been added to interpret and
explain the Sanskrit text. The various characters in a play speak different
dialects. Sanskrit is employed only for heroes, kings, Brahmans and of

high rank-

AT Hhd UTE: WThd he e : |

Sorr=it = fremramem: Awrelt Sestae 110

Prakrt for all women and men of lower orders-

28

SD, 111.30.
Gunacandra and Ramacandra, Natyadarpana, Edition I, VII-160, P.197.
0 NS, Trans. Hindi. Madhusudanasatri, Introduction, P. 9.
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1. Women of high position - Maharastri in lyrical passages.

2. Childrens and better class of servants speak Sauraseni.

3. He attendants in the royal palace speak Magadhi.

4. Rogues or gamblers use Avanti.

5.  Cowherds by Abhiri.

6. Charcoal-burners by Paisaci.

7. The lowest and most despised people use Apabhramsa.

8. The children and the ladies including nymphs etc. use Prakrt.

The title of the Prakaranas and the Bhana-s should be designated
after the name of the hero and the heroine. The title of the Nataka and
Sattaka should be after the name of the heroine. All the characters-
dhirodatta, dhiroddhata, dhiraSanta and dhiralalita, should use Sanskrit in

general.
2.10. Natya and its Aim

Natya is the representation of everyday life which is full of diverse

activities prompted by different desires, longing and yearning of human
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being. It aims at the imitation of these varied actions of human

represented by an actor or the body of actor.
2.11. Peculiarities of Sanskrit Theatre

The Sanskrit dramatic literature clusters round the text of the
amatory or the heroic sentiment and the type of characters introduces in a
play abided by the ruling sentiment. Dramatic characters present a
panoramic view of society and the sociological conditions of the land
prevailing for the time being. The liveliness of the dramatic characters

forms an index to the records of a people’s history3l. Their nature and

their variety is not only a gallery of amusing social pictures but the view
of their life discloses the standard of living and comfort, ways and habits,
accomplishments and draw backs of the nation’". The study in characters
and their various patterns opens a leading avenue for investigations in the
field of dramatic literature. The motif is called Phala (fruit) and the
enjoyment of the phala is called the adhikara®. The adhikarin, he who

becomes virtually the principal character in a drama. He is called the

INS, 1,V.78.
2 Ibid, 1-84, 44.
** Dhanafijaya, DR, 1. 12.

37



Neta, Nayaka or the hero, because the entire dramatic action culminates

ultimately into his benefit’”,
2.12. The Story of the Origin of Natya in Natyasastra

The first glimpse of a record of origin of drama is to be found in
NS. Once upon a time when the life on Jambiidvipa became miserable
because of evil passions and vulgar behavior of people, the gods with the
great Indra as their head approached Brahma and said: ‘we want an object
of diversion, a playful thing (Kridaniyakam) which is visible as well as a
audible. As the Vedas are not to be listened to by the Stdras, be pleased
to create another Veda, which can be equally belonging to all the coloured
groups of people’. ‘Let it be so’ said Lord Brahma. From the very first

verse of NS says that Brahma is the first exoponent of nat ya:-

ATCITE FIEATH SRR |

And he created a thing called ‘Natya’ or dramatic art and called it

the fifth Veda- the Natyaveda-

S\ . 2\ Y
dSIds: Hogl ATeadal HEHAT |

** Sagaranandin, NLR, P.257.
* Dr. V. Raghavan, The Number of Rasas, Adayar Library and Research Centre,
Madras, P. 3.
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According to Bharata, Brahma himself contemplated and created
out of the four Veda-s, the fifth Veda called Natyaveda. Brahma created
Natyaveda on the request of Indra and He entrusted Bharata with the task
of popularizing it among the mortals. Bharata trained his hundred sons in
different roles suitable to them and adopted different vrittis. The vrttis
like KaiSiki suitable for women only. Bharata created the sage Swati to
help in playing musical instruments and Gandharva-s such as Narada etc
for singing songs. He then equipped with the full complement of dancers
and celestial orchestra. The first drama Amrtamathana or Asuravijaya a
type of nataka- samavakara was enacted before deva-s and asura-s in

devaloka during the Indradvaja festival.

e faladsT Tur I Qafsan 1Y

But among the daityas Virupaksa made obstacles to the
performance. After the samavakara, the first drama was performed. One

day Bharata took this natya troupe to Kalidasa to give a performance

*° NS, Trans. Eng. M. M. Ghosh, I, V. 18-19, P. 10-12
NS, I, V. 54-57.
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before Lord Siva. This drama-dima type is called as tripuradaha-
destruction of Tripura. Siva praised Brahma by watching this drama. It
was beautiful and varied with karanas and angaharas of tﬁndava38 dance.
Brahma considered Bharata, who is the first artist for the exposition of this
art. From this point there is a historical fact that dance existed first and
then drama was created. Bharata, who is the representation of composite

art of dance drama-

gqurRr 3T 24t fuameHER ARt |

Lord Siva was contributed much and served to beautiful drama-

aguaifett T I |

According to Bharata, text, action, music and rasa are a part of

drama says in chapter fourth of NS-

Al FEl T TRl gred= Aare T |

Séradﬁtanaya in his Bhavaprakasa also accepts the eight rasa-

He says that rasa means the pleasure of mind-

38
TUGATY T FRWAHTISHAT: |
TATIRT: I T: T qrogd giq @a: || NS, Trans. Hindi, Madhusudani IV, V. 265.
Saradatanaya, BP, I, PP. 46-47.
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According to Saradﬁtanaya, this natya was originated by the effort

of Manu41, who does not think that the hundred sons or Brahma. He also

considered that Siva was the originator of dance or nrtta.

Then by the request of Bharata, Brahma ordered Visvakarman, the

divine architect to make a suitable theatre for Bharata and his dancers.

Thus Brahma convinced Bharata about the necessity of the Ranga Puja !

2

in Natya performance.

2.13. Way for Representation

Representation is possible in four ways-

Physical (angika)
Verbal (vacika)
Decorative (aharya)
Emotional® (satvika)

According to Sérada'ltanaya, vacika, angika, satvika this divisions of

abhinaya known as trinrtta -

40
41
42

43

Ibid, I, V. 40, P. 57.
Ibid, Introduction, P. 8.
There are several religious propitiations (Rangapija), a series of musical items

and several dances come under the term purvaranga
NS, VIII-9; SD, VII-2. angika, vacika, aharya, satvika.
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2.14. Rise of Indo-Aryan Drama

The Indo-aryan drama rise in connection with religious rituals. The
worshippers of Siva developed from their ritual song and dance. A
monologue play possibly in a non-Aryan language and it is not clear how
the speakers of Indo-aryan adoped this art form and developed it into a
drama with two actors. According to some scholars, the begining of drama
can be seen in the Vedic age. Others are of the opinion that it would be

likely to be dated this much later.
2.15. Types of Theatres

In chapter second Bharata describes three types of theatres. They

are-
1. Rectangular ( vikrstam)
2. The square (caturasram)

3. The triangular (trasyam)

Each of these may be large, medium and small according to the

requirements.

44 Saradatanaya, BP, VII, P. 287.
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The theatre space was divided in to three portions-

1. Daiva for the gods

2. Gandharva for the celestial singers

3. Manusa for the human beings. Bharatamuni Says in NS-

feeqmt ARt giteifgyuaay <

$2 UHTIE geear diear fagesson |

([aNEaN o

46
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These are again divided in to jyestam, madyamam, kaniyam. But
Bharata recommends a middle size house. The theatre should be attractive

with full of carvings, wood work and have paintings on the walls.

Stage

According to Bharata, the stage proper is divided into three parts-

1. Two doored green room at the back (nepathyagrha)

2. The stage head, which was elevated portion (ranga$irsa)

* NS, 11, (Trans. Mal., P. 106.
* Ibid., P. 3-4.
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3. The actual acting space of the (rangapida)

2.15.1 Kuttambalam

Kutiyattam is linked to the temples. All the major temples of kerala
have temple theatres. They are called kuttambalam these theaters are of

three sizes-

1. Large - Model as at Thrissur.
2. Medium -  Model as at Irinjalakkuda.
3. Small - Model as at Guruvayur temple.

The shape of the roof, and thus of the whole theatre is that of a
cave. In Kutiyattam only a few stylized stage properties are used. They

are used in a suggestive rather than a realistic style.

2.16. Application of music

In accordance with the appreciation of music NS says that ‘masters

like a harmonious closure, the scholars, precise enunciation of words

(Sabda): Women a sweetness of voice in the singers and the rest of the
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audience a full-throated, loud Singing47’. The music in the dramas is

called dhruva-s*, which has discussed in fifth chapter of this thesis.

Sanskrit drama was first introduced to the west by William Jones
through the translation of Abhijianasakuntalam (AS) in 1789. The
German translation of AS influenced Goethe, who made a sonnet in praise
for the play. Sanskrit drama grew in France and Germany in 19" century.

Indian literature, culture and drama included accounts for Sanskrit drama.

‘The Chaya- nataka, perhaps a late creations and it is extremely doubtful’
observes Dr. A.B.Keith ‘ at what date the shadow drama appeared in

India’.

47 NS, XXXIII, 227.
48 An interpolated song in a drama.
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CHAPTER THREE

MUSIC AND SANSKRIT DRAMA: VIEWS
OF SANSKRIT PRECEPTORS ON
DRAMATURGY

The features of Sanskrit drama is that the realistic use of literary
Sanskrit and vernacular Prakrt dialects. Prakrt with its extensive
vocalization of consonants, lent himself much more easily to melodic

elaborative than Sanskrit and was therefore used as a medium of song

(dhruva) lyrics in Sanskrit play49. In Midhila, Assam and Nepal drama

were written in Sanskrit using the local language for the songs.

3.1. Bharata’s Division of Dramas

NS lists only the ten major types of drama. Other treatise in poetics
list minor or near drama type. Minor types includes music and dance
which has no dialogue. In NS chapter sixth chapters dealt with music and
three chapters for dances. The first clue lies in the form of musical

instruments detailed in ancient Indian treaties on drama and poetics.

* Rachel Van .M. Baumer and James R Bradman, Sanskrit Drama in Performance,

Motilal Banarsi das Delhi, P. 10.
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3.2. Interpretation of the word - Bharata

The letter ‘bha’ in the word Bharata is indicative of the number

four. It denote the four Bhavas,”’ répha indicates the number two which

denotes raga.

Tala which connects both the raga and bhava is denoted by ‘ta’ at

the end. ‘ta’ is the indicative of the number six-

. C [N
H JEAT AT I OB IGHEET T

IHIATIHA AT dld TSHEIIT=Inr: | |

The definition of the word Bharata in Sanskrit 1s-

TARFEATATRIT TR ST HTATTHEE T |

3.2.1. SrngaraSekhara

The above work explains it as-

HHRT ATTALR! THBT T I |

. . 51
THR AT SATEHIATATI=L0T: | |

* The four bhava-s are Angikabhava-s, Sattikabhava, Vacikabhava and

AharyabhavaE. Easwaran Nampothiri, BBH, Kerala Samskritam Publication,
TVm, IV, P.15.
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Sometimes it may be said that the word Bharata is used for actor who

knows bhava, raga and tala properly.

3.2.2. Sankalpasuryodaya (SU)

VedantadeSika, a Vaisnavaite philosopher gives an interpretation of
the word Bharata in his drama named SU. According to him the word
Bharata may be an acrostic of the initial syllables of the words bhava, raga

and tala:-

IUAE ISR TWATT W GIadWTaRTdTeT

The name Bharata had become to common noun even before the
time of NS. For example Bharata, the brother of Srirﬁma, or the son of
Sakuntala or J adabharata, a Brahmin in the Srimadbhagavata.  But
sometimes it may be said that later the word Bharata was used for an actor

who knows bhava, raga and tala properly.

3.3. Relations of Bhava, Raga and Tala-Views of Different Poeticians

It is well-known that Natya or abhinaya, Gita, Vadya are not only
homogenous but also mutually dependent. The poeticians has different

views about these three factors.

! Krishnamachariar, History of Classical Sanskrit Literature, Mothilal Banarasidas,

Varanasi, P.832. and BBH, P.109
E. Easwaran Nampoodiri, BBH, P.109.
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3.3.1. Bharata

According to him gana, vadya and natya having different kinds of
dependence or vividhasraya, should be made by the producers of play

like an alatacakra (encircling of a fire brand that is brilliant one).

3.3.2. Abhinavagupta

T fatems MeeawmE- [Miaairaed T@ g

. oo o 53
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3.3.3. Balaramabharata

In the benedictory stanza of BBH, the author salutes Bharati, the

Goddess of speech.

Her different aspects of Bhava, raga, and tala which are connected
with natya, gita and vadya respectively. In these three factors he

constitutes the science of Bharata-

TS M T a0 T ATe 9 faraerse |

o~ [
ITMATAABATH B ATTT=B e | |
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NS, XX 111,7, and refer BBH
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3.3.4. Sangitaratnakara (SR)

Gita or song is considered at first. It is gita that is more important

than ‘nrtta and vadya’. Because of this, singers follow Bharata and say
that science has got its name ‘sangita’. Sarngadeva states that nrtta

follows vadya and vadya the gita54.

3.3.5. Dr.Kapila Vatsyayan

According to him, the relation between gita and dance, ‘the

abhinaya is built on the themes which has been set to music. This music
has been conceived to the sthayibhava. In order to evoke a particular
bhava, music employs a particular raga with its particular svara in a given
order. The dance in turn creates whole states where the theme, the song
and the rhythm (tala) all constitute to evoke the particular bhava or the
sentiment. The combination of the bhava, raga and tala creates an

extraordinary beauty which evoke the rasa.

3.3.6. Sangitamakaranda (SM)

Narada says:-

T AT T I T A S |

Sﬁrﬁgadeva, Sangitaratnakara, Adayar Samskaran Khand I-1V, 1, St. 24.
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The substratum of these three aspects of Bhava, Raga and tala

namely nrtta, gita and Vadya all called tauryatrika or saﬁgitass.

3.3.7. Sangitasudha

According to Govinda diksita, the view of nrtta, vadya and gita is

called sangita. Among these gita56 1S most important.
3.4. The Situation of Songs in Drama

1. Normally characters are to be ushered in with their entrance.
2. Songs has a thematic value.

3. The words should be heard clearly.

4. The drum-musical instruments, should use accompanying with the
song.

5. The song could then be repeated with musical moments.

6. The song sung by the musicians in the orchestra both of men and
woman.

7. It should not be sung by the actors.

55

E. Eswaran Nampoothiri, BBH, P.108.
Ibid.

56
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The effect of drama heightens only through instrumentation than

theatrical songs

3.5. Situations where in Music is not Needed

1. Scenes of Commotion.

2. Scenes where the sentiment of wonder is enacter
3. When a Character enter, singing as a part of story.
4. Where one enters the stage with weeping.

In these cases, songs are not required.
3.6. Dance & Abhinaya

Bharata at the end of the section of Tandavavidhi, answers the
question of the sage about the nature of nrtta and its relation to abhinaya.
According to him dance has to use simply and it creates beauty. It is
naturally loved by all people and it is considered as auspiciousS7.
Abhinaya plays an important role. It is considered as the body movement

of dance etc.

7 NS, V, 261-266.
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The hand gesture is the gesture of gestures; the hand is the indicator
of the body. The adage often quoted in Indian music is where the hand

moves, there the eye follows-

(N (N
JAT B qdT ge: Jal Fredaarl 71 |

Tt A AT At wraedar o | |

The tempo of movement (laya) given by Bharata for several

situations. ‘Mime (abhinaya) is a vehicle for communicating the sense of

the songsg’ and dance or nrtta serves the purpose of creating beauty in a

play59. Bharata says that dance has an auspicious function. The ritualistic
dance sequence are performed by female dancers, followed by a verbal
enunciation and a recitation of mnemonics.These four types of abhinaya

are seen in Kathakali.

Abhinaya has a close relation with gita and vadya in the
development of nrtta in to nrtya. The combination of these three arts is

known as sangita. Damodara Misra Says in Sangitadarpana-

M arer A T A A

* Tbid, 268-269

* Tbid, 268-278.

" Damodaramisra, Sangitadarpana, Vol. 1, Sourindro mohun Tagore, First Edition
1881, P.832.
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Lasya or feminine dance and Tandava were added to abhinaya and
they were accompanied by musical combinations. Music had been

admitted by Bharata in the form of special songs called dhruva-s.

3.7. Costumes for Different Characters

Heroes are usually painted either a green or red color. Paccha
characters have basically green face with red lips and black eyes and
brows. They wear an elaborate white paste and a cutti. Naughty characters
like Ravana, having some noble characteristics have basically a green face
like a paccha. The kari or black type, including characters such as demons
are painted entirely black, with white marks on the forehead, cheeks and
red lips. All the characters have different kind of marks on their forehead,
expect for the black character- their legs are painted with white paste.
The vidusaka has a completely different makeup. His face, arms and chest
are painted with white paste; brown dots are then applied to his body on
each to his forehead, cheeks and chin, two to his arms and chest. In
contrast to the use of makeup, costumes with few exceptions are the same
for all the male characters. The jacket like upper garments is made of red
and black striped cloth. It has long sleeves and is red at the back. The

lower garments is actually two pieces of white cloth which hang from the
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hips down to the feet. It generally has black and red strips near the lower

end.

3.8. Qualities of Actors or Actress Described in Different Text

3.8.1. Abhinaydarpana (AD)

The Abhinayadarpana of NandikeSvara states ten qualities essential
for a dancing woman, ‘agility, Steadiness rekha or graceful lines of
figure, practice in bhramari moments, glancing eyes, endurance, memory,

: . o 61
devotion to her art, cleverness in speak, good singing power’.

The qualifications of the nata described in Mirror of gestures %
Nata should be handsome of sweet tongued, learned, capable, eloquent of

noble birth, learned in the scriptures or sastras of art and science, sweet

voiced, versed in song, instrumental music and dancing self ‘confident

and ready- witted’.

%' Nandikesvara , AD, Trans. Eng. M.M. Ghosh, Calcutta, Sanskrit Series, No. 5, St.
27-28.

% Coomaraswamy A.K, The Mirror of Gestures, Trans. Eng, Munshiram, Manohar
Lal, Delhi 1936, P.16.
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3.8.2. Sangitaratnakara (SR)

Sﬁrﬁgadeva in his SR described about three varieties of patra-
mugdha, Madhya and pragalbha. The qualities of the requisites of a
dancing woman are described in six stanzas in beautiful way. Her limbs

should be lovely like good flowers pulsating with rasa or sentiment

T 63
LA AT THIOIAAT T

3.8.3. Nanjarajyasobhiisana (NRYB)

In Chapter VII of NRYB, Abhinavakalidasa defines heroine as -

‘She is unique, who possess the qualities of dancer, a musician and a

beauty’.
3.8.4. Balaramabharatam

In Bbh also discusses about the characteristics of a nata or nati - ‘A

man who has non-defective and no redundant limbs, handsome, youth,
expert in tala and gita, has mental qualities, not very stout, has no disease,
understands bhava, speaks gently, eats only a little, self controlled and

well-born, has devotion to his preceptor, worships the deities, tells the

63 Sﬁrflgadéva, SR, VII, Line-1231-1236.
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truth and possesses and the virtuous qualities, is considered to be an actor

or dancer.
3.9. The Impact of Music in Sanskrit Drama

The impact of music in Sanskrit drama had seen from very ancient
time. Many treatise dealt with music. The whole range of Sanskrit drama
could be analysed from the point of view of mimic or abhinaya and dance
proper dance (nrtta & nrtya). The whole game of ball is a clear device for
introducing a dance sequence in to the play. The dance of the women
may be solo, or duet or in groups. The choreographic patterns of the
group dances of the women are called by pindi ibandha. The movements
of the body with a stylized vocabulary are integral to the dramatic

spectacle.
3.10. The Definition of Natya

According to Bharata, when the human nature with its pleasure and
pain is depicted by means of representation through gestures, words,
costumes and moods, it is Nﬁgya64. Natya is a mimicry of actions and

conducts of people, which is rich in various emotions and which depicts

64

NS, 1, P.119.
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different situations®. At the time of the enactment of Tandavavidhi, Siva
also remembered that dance made beautiful by ar'lgaha'lrﬁ—s66 consisting of
different karar_la"l—s67 and that these might also be utilised in the
preliminaries of a play. In the stage nrtta, the expression was only
rhythmic though it was combined with music for it depended on tunes,

notes and clapping. This was a state which corresponds to rhythmic

moment without any theme and therefore without any ‘flavour’

. . 68
answering to the modern European conceptions of dance .

3.10.1. The Words - Natya, Nrtta and Nrtya

The Natya was called the ‘Riupa’ and the ‘Rupaka’ because the

actors were identified with the original characters. In Bharata’s treatment

of art forms, we get three kinds of stage performance. They are given

below-

% Tbid, 1, P. 111.

The word angahara means the ‘Movements of limbs’.

The combined movement of the hands and feet in nrtta is called karana.
Coomaraswamy A.K., The Mirror of Gesture, Trans. Eng. of AD and by
Nandikesvara, AD, P.22.

66
67
68
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Nrtta

(Pure Dance)

Nrtya
(Dance with Abhinaya)

Natya

(Proper Drama)

1. Crude dancing with
music

1.Dancing &Music with
acting

1.Dancing and acting.

2. Utilised for expressing
emotions, speech also
not required. No
gesticulations.

2.Utilised gesticulations

2.Gesticulations,
speech
other factors like
dress etc.

3. The range in the nrtta
was very limited as
only in the body
moments with musical

notes could be taken.

3.Nrtya, the subjective
element widened and
expressed through the
body and combined
with music formed the
stock.

3.In natya, the range
grew the widest as
emotion of
humanity

to engross the
attention.

4. In nrtta, state was not
lasting because more
rhythmic dancing with
music was vague.
There is no permanent
basis to admit of
reproducation.

4.The natya
represented the
final stage in
. 69
evolution.

Dr. Mankad Concludes this is another view that

Nrtta :- Dancing

Nrtya 70.. Dancing plus music plus a little of acting. This is based on

Bhava-s.

69

General Dramatic Literature, P.57.

70

Hariram Misra, Theroy of Rasa in Sanskrit Drama with a Comparative Study of

Dhanika mentions seven types of nrtya are: dombi, srigadita, bhana, bhani,
prasthana, rasaka and kavya.
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Natya :- Nrtta + Nrtya + full histrionics. This is based on rasa.

Mankad counts rupaka separately, it is to be borne in mind that, the
natya itself which is called ‘Rupa’ and ‘Rupaka’ under various

conditions. Above all the main object of natya according to Bharata as

follows-

. . (G (@
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3.10.2. Three Stage Performances and their Devolpment from Lasya &

Tandava

Dr. Raghavan states that the Tandava performed by Siva and the
Lasya by Parvati were based on some of the angaharas. It was dealt in the
NS also. In course of time, other secular themes chiefly love must also
have been take up. The dance forms like Lasya and Tandava become
accompaniments of interpretative gesture - dance of Natya. According to
Bharata, the classification of Tandava and Lasya applies to dramas in to

two classes-

! NS, Trans, Hindi. Madusudhani I, 115.
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Aviddha or Forceful and Sukamara or graceful. The Tandava
belongs to the Aviddha types of dramas like Dima, Vyayoga, etc. The
Lasya belongs to sukumara type like Nataka, Prakarana, Bana etc. Finally

Lasya pertain to nrtta an nrtya and natya in its enlarged sense.
3.10.3. Texts Mentioned about the Origin of Natya

There are different stories mentioned in different texts on the origin

of nat ya.
3.10.3.1. Tradition

Bharata learnt the art of Tandava from Tandu. He spoke it to sages.
The sages taught it in their turn to men. Parvati taught the lasya to Usa,
the daughter of Bana. From her to the Gopis of Dwaraka and from Gopis,
the art spread to the ladies of Sourastra and from them to the other part of

72
country .
3.10.3.2. Mahabharata (MBH)

In the MBH, the dance connects with Arjuna, one of the Pandava
brothers. When Pandavas were in their forest life, Arjuna went to heaven.

While he was at the court of Indra, he got training in dancing from an

2 NandikeSvara, AD, St.2-7.
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expert dancer Citraséna, a Gandharva. After that when the Pandava had
to pass a year incognito, Arjuna was given the role of tutor of dance in the
court of the Virata King. He taught dance to Uttara, the daughter of

Virata.
3.10.3.3. Sangitasudhakara

Haripala, the author of SSK, notes the game tradition of Lasya from
Parvati to Usa, as recommended by Nandike§vara. Above this he adds
that Indra taught dance to Arjuna. From Arjuna learnt Uttara. She

(Uttara), who popularized it in the country.
3.10.3.4. Sangitopanisad

Sangitopanisad of Suddhakalasa, a jain writer records a different
tradition that is being handed down through Arjuna. Parvati handed
dance to Usa from whom it was studied by Visvavasu, a Gandharva. He
taught it to Uttara and after the premature death of her husband
Abhimanyu, she forgot dance completely and the tradition was broken.

But the king Palaka, having propitiated Siva, and spread it in the land”.

73 Krishnamachariar.M., History of Classical Sanskrit Literature, P.8.
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3.11. Preceptors of Natya in Purana

The auther of BBH salutes several preceptors of Natya begining
with Siva. He bows to Sriparameéwara, Visnu, Brahma, Vacaspati,
Kohala, Agastya, Bharata, Sakdi, Matanga, Bhrgu, Jandu, Bana, Ravana,
Kartavirya, krsna, Bala, Arjuna, Dévéndra women like Draupadi and Usa,
the Vidyadhara kings and others eminent in music and dance in the

.74
Bharatasastra’ .

According to the tradition recorded in Bharata’s NS, Brahma

created the art of Nétgya.75 The names of Nandi, Skanda, Matanga, Arjuna
and Hanumat are connected with Bharata$astra. Govinda Diksita in his
SSD mentions Siva, Parvati, Brahma, Silﬁdasﬁnu, Bharata, Maruti,
Rambha, Arjuna, Narada, Tamburu, Ravana, ViSvavasu and Dattila as
preceptors of Bharatasastra. We firmly believes that Lord ParameS$vara is

the founder of this $astra -

TG AT ¥ U9 qEdaEr

And he is the foremost of all the preceptors of the $astras.

™ Dr.Easwaran N ampoothiry E, BBH, St 85, P.11.
75 <

Vide supra.ll.
" BBH, St.87, P.11,
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3.11.1. Vinayaka

Ganapati, the son of Siva and Parvati. Nrttaganapati has been

described in literature as well as in sculpture77.
3.11.2. Devarsi

He is probably Narada. He is said to be the son of Brahma. He is
expert in playing vina to the accompaniment of his divine songs. He is

referred by Abhinavagupta as a Gitajﬁajg.
3.11.3. Bana

He was the father of Usa. He is expert in playing musical
instruments. Tradition says that he played drums, while Siva danced

Tandava and he was pleased with Bana’s effort and gave him twenty

hands.

3.11.4. Ravana

He is mentioned as Raksoraja in the list of ancient texts SR Pand
SM of Narada. His name is associated with a kind of vina named

Rﬁvanahastakago.

7 Vide ‘Nrttamurtis'. Gopinatha Rao. T A, The Elements of Hindu

Iconography,Vol. 1, Part I, Motilal Banarsidas, Varanasi, P 59.
NS, Volume I, P.47.
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3.11.5. Kartaviryanrpati

A puranic king, has one thousand hands. He defeated Ravana. He

is said to be an expert in music and in playing musical instruments.

3.11.6. Krsna

Krsna, the incarnation of Visnu. He was the son of Vasudeva and
Devaki. He is said to be the founder of a kind of dance called

Dandarasaka.

Foi faffd I FreTERatadT . .

3.11.7. Bala

Balarama, an elder brother of krsna is also considered to be the

preceptor of Natya.
3.11.8. Arjuna

An Epic and Puranic figure. Tradition connects dance of Arjuna in

the MBH. He was the master of Uttara, daughter of Virata. In SR, he is

79 &

Sarngadeva, SR, 1-1-17.
The name of this vina is wrongly edited in BBH as Bravanahasta, in the list
musical instruments, See BBH, P.10.

Dr.Ragavan.V, S‘Iﬁgéraprakésf a, Financial Assistance of Education & Social
Welfare, India, P .565.
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mentioned as the ancient authority of music. His view is quoted under the

names of Savyasaci and Dhanafijaya in SR.
3.11.9. Usa

She was the daughter of Bana. She learnt the dance from Parvati.
3.11.10. Suranayaka

Indra is a Vedic epic and Puranic figure. He is mentioned as the

player of drums in the benedictory stanza of SM of Narada.
3.11.11. Krsna

Draupadi is mentioned as the proprietors of Natya.
3.11.12. Citraratha

A king of Gandharvas. According to the SPD, he taught Natya to

Arjunagz.
3.11.13. Kinnaras and Vidhyadharas

These semi-divine tribes are expert in sangita and Natya. They are

also mentioned as preceptors of Natya.

* Dr. Easwaran Nampoothiry .E, BBH, P.104.
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3.12. Dramatic Performance

Maeterlinck comes forward as the pioneer of the poetic drama.
‘Drama is human life presented in terms of the theatre. Its medium is

words: and since poetry is of all the uses of word the widest, deepest and

richest, it follows that the highest achievements of drama have always

. : : 83
been conceived and written in poetry’.

Dramatic performance described in the NS, ‘There is no line of

division between dancing and acting, and if the actor does not always
dance in the literal sense of the term, the action is nevertheless rhythmic

throughout the marches with music™’,

The laws of dramaturgy discussed
by the law makers like Bharata, Dhanafijaya, Ramacandra, Gunacandra,
Séradﬁtanaya, Vidyanatha, Singabhupala, ViSvanatha and Sagaranandin
have not been fully analysed and compared in any one single contribution.

Mankad’s types of Sanskrit drama are the mere definition of the Riipaka-s,

given by the dramaturgists. He lays mere stress on the Nrtta plays.

Hari ram Misra, Theory of Rasa in Sanskrit Drama with a Comparative Study of
General Dramatic Literature, P.586.

% Manomohan Ghosh, Contributions to the History of the Hindu Drama, K. L.
Mukhopadyaya, Calcutta P.46.
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Rucipati, the well-known commentator, quotes DR to show the four
-fold types of Nandi. But no trace is available in the printed texts®. The
ancient Indian drama was religious. The religion played a part in the
origin of the drama. According to the Anthropologists, dance, drama and

song which shows a close relation with religious rites.
3.13. Ancient Treatise on Music or Drama

Bharata’s NS, a work on aesthetic contains ancient art of Indian
music and drama in detail. Moreover, the Kuttanimata of Damodaragupta,
Malatimadhava of Bhavabhilti, Vikramorvasiya and Sakuntala of
Kalidasa, Gitagovinda of Jayadéva, Mrcchakatika of Sudraka,
Raghavavijaya, Maricavadha based on Ramayana. Bhoja’s plays warrants
as a probe for exhaustive and analytical studies on musical patterns in

classical drama.

The Visnudharmotama Purana says that ‘the painting and the
sculpture without a knowledge of the drama and the dance is
incomprehensive and the drama and the dance, in their turn require a

knowledge of music and the songs which again is dependent upon a

Surendara Nath Sastri, The Laws and Pratice of Sanskrit Drama, Vol. I,
Chowkhambha Sanskrit Series, Varanasi, Introduction.
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mastery over the languages’86. According to the tradition Panini wrote

Vyakaranasitra or Astadhyayi on the basis of the MaheSvarasutra

produced from the dhakka of Siva at the end of his comic dance.

According to NS, ‘a play is a representation of the states of the

three words when it is Produced on the stage’, it is considered as the fifth

Veda.

A number of hymns in Rgvedasamhita-s, in the form of dialogues
like conversation between Yama and Yami (10/86), Puriiravas and Urvasi
(10/95) etc has been recognised by many scholars as precursors of the
later dramatic literature. Luis Renou, describes Natya as a kind of drama,
with its actors dialogues, its portents set to music, its interludes and

. 87
climaxes” .

There are also references to seen in the third chapter of Sukla
Yajurveda, the popular entertainers like a suta or a dance actor, Sailtisa or
singer, a kari or a jester, a vamana or a dwarf, a vina player, a drum
creator and a hand clapper being invited for the entertainment at

sacrificial grounds.

% Tarla Mehta, The Sanskrit play Production in Ancient India, Vol. V, Motilal

Banarsidas Ltd, Delhi, Introduction, P. XXVII.
Ibid, P.10.
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The Kétyéyanas/rautasﬁtragg, (21.3.11) complied probably about 600
B.C, give support to music. From this work, we learn that dance, song
and instrumental music were prescribed in connection with the pitrmedha

rites, and dance only was prescribed for atiratra and sattrayana sacrifices.
3.14 The Importance of Drama Seen in the Natyasastra-

‘The Gods are never so pleased on being worshipped with scents

and garlands, as they are delighted with the performance of dramas. The
man who properly attends the performance of music or dramas will attain
(after his death) the happy and meritorious path in the company of
Brahmanic Sages. It is due to the religious association of drama, Indian
tradition has given the status of the Veda. After that it is called as

Natyaveda.

In Veda also music plays as ancient authority. Many Gods were
called dancers in the Vedas. The gandharvas and the apsaras connected
with the origin of dramas. Hertel was of opinion that dramatic art had

developed from Rgvedic hymns.

Manomohan Ghosh, Contributions to the History of the Hindu drama, P.2.

70



3.15. Views of Dramatist on Music

3.15.1. Vamana

Vamana considered that drama is the greatest form of literature-

HEHY SETh S |

3.15.2. Bharata

Bharata devoted chapter nineteenth to makeup or aharya.

There are songs in drama which are both melodic and rhythmic.
Bharata mentions thre types of tempo: Medium in love and laughter, slow
in pathos; and fast in heroics, wonder, fear, terror and disgusts. When
handing a verse, the actor on the stage uses a pause according to the line’s
meaning, not according to prosodical rules. According to him the unity of
actions is the basis of unity of Rasa. Music is a topic in which Bharata

gives a detailed attention of them.

He must consider first of all the songs or dhruvas, prakrt was used
normaly for such songs. According to him Sanskrit may be used for sages

or Gods.” Bharata in his NS chapter thirtyone, discusses about measures

89

NS, XXXII, P. 384.

71



governing rhythm of the song and instrumentation on chapter Twenty

nine.
3.16. Dances of Todays

Today many dance styles that are performed in India. The feminine
portions of Contemporary Kathakali and Mohiniyattam in Kerala
incorporate these as standard members in a recital. Many regional dance
drama performed today in India, especially the three different forms of
Chhaw or masket dramas™. The regional theatre forms like Kutiyattam
and Mayurabhanja provide concrete examples of how human movement is
used for symbolic purpose in essential for preliminaries before the

performance.
3.17. Pindibandas- Its Relation with Different Gods

Bharata divides his NS in to twenty four divisions, of that the third
is called tandavavidhi or injection of Tandava dance. In this the main
subjet 1s the description of Nrtta and its techniques. After that he describes

about the pindibandas, the different ¢ dance forms. These dance forms are

specially attached to different Gods and Goddesses. There are Seventeen

* Rachel Van.M. Baumer & James R. Bradman, Sanskrit Drama in Performance ,

Vol. II, P. 51.
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Pindibandas. They are related to different” Gods, such as Vrsapindi of

Siva, Simhavahini of Candika or kali etc. Above all four varieties of

Pindibandas are mentioned. They are-

1.  Pindi
2 Srighalika

3. Latabandha

4, Bhedyaka. Sﬁradétanaya, the author of BP describes elaborately

about the Pindibandhas.

3.18. The Names of Texts on Dance and Music

Texts on Dance

Text on Music

1. Sanigitanarayana of Narayana

1.Sanigitamakaranda of Narada

2.Sangitamuktavali of Dévendra

2.Sangitaratnakara of Sarngadeva

3.Lasyapuspaiijali

3.Sargitasaramrta of Tanjore
Marhatta king Tulaja

4.Nrttaniripana or Nrtyapuspanjali

4.Natyasastrasangraha &
Sangitasamayasara of Par§vadeva

S.Bharatasenapatya

5.Sarigitacifitamani of Vemabhipala

6. Vasantavajiya of Kumaragiri

6.Sarigitaraja or sangitamimamsa of
Kumbhakarnaraja

7.Sangitasiiryodaya of
Laksminarayana

7.Sarigitasudhakara of Haripala

8.Cilapatikaram - Commentary
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The technique of dancing dealt in these have a close similarity with
Silpasastra. Agnipurana and Visnudharmottamapurana discuss the

T . .. 91
similarity of §ilpa and dancing in a large measure” .

3.18.1. Books on Music

3.18.1. Tandavam

This is the work in which seven lines in anustup metre describing

the origin of Tal a.

3.18.1.2. Sabdaratnavali

In this work, describes about the importance of Tala. A stanza

describing about the mutual relation of bhava, raga and tala.

3.18.1.3. Sangitaratnakara

The work is mentioned in the BBH while explaining the view of

gayakas on the importance of gitam.

3.19. Terms Related with Music and Dance

3.19. 1. Cakyar

The hereditary subcaste of actors in Kerala who perform classical

Sanskrit plays in the kutiyattam tradition.

' For a details study of relation of dancing with the Silpaééstra, see Dr. Kapla

vatsyayan, chapter on sculpture and dancing.
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3.19.2. Dhruva-s
An interpolated song in a drama.
3.19.3. Krnanattam
A form of dance drama preserved in Guruvayur temple in Kerala.
3.19.4. Kuchupudi
A traditional Dramatic form practised in Andrapradesh.
3.19.5. Kutapa
Orchestra accompanying the actors in the ancient theatre.
3.19.6. Kutiyattam

The oldest surviving traditional theatre form of Kerala (10" or 11™
centuryA.D). Its performance of Sanskrit play suggest linkage with the

ancient Indian theatre tradition.
3.19.7. Raga

Melodic mode in Indian music, usually defined by set scales around

which improvisations are created.
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3.19.9. Svara

Notes used in Indian music.

3.19.10. Yaksagana

A traditional dance drama form in Mysore (Karnataka).

3.19.11. Vrtti

The four styles of production or dramatic tendencies.

76



CHAPTER FOUR

MUSIC AND MUSICAL INSTRUMENTS IN
DRAMA

According to NS music in drama originated from Samaveda-

JIEWT MaHT T

Sangita in Sanskrit means ‘well sung’ or samyak gitam. Samaveda

is considered as the first collection of songs in the world. The seven svara-
s or notes (saptasvara-s) are heard from the Samaveda. Moreover sangita
is a language of nada. All the expressions of human beings are expressed
through music. It is also treated as the language of expression. The
expressions like bhakti, anger, pleasure, love etc. are expressed through

this music.

According to Margaret Causin, the musical instruments, differences
in Sruti and tala proves the examples for the ancient traditional culture.”
The ancient Rgvedic musical phonetics are later transformed as the base
for music. The exclusive practice of chanting on one ascending note or

udatta-svara had developed into a melodic musical scale with the inclusion

” AK. Raveendranath, Dakshinendhyan Music, Department of Cultural

Publication, Trivandram, Introduction, P.5.
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of another descending notes or anudatta svara, intratones of svarita and the
use of three voice registers. Separate groups of priests who chanted and
narrated the Vedic mantras in the company of special Vina- playing priest
with the players of different kinds of drum, wind pipes and cymbals had
also emerged. Some intraction with the popular outside practice is
registered in Samaveda where both gandharva and gana music as well as
terms like margi and des§i occur . The roots of natya components is the
note or svara, the song or gana and the musical instruments or atodya. In

Sangitaramakara Sarngadeva says -

. .. 04
FrHdeee Md Heumg e |

Music and literature are the two breasts of Saraswati Devi-

. o
TTAY Hied TTATRAT59H |

THATIGHER T ATHAA | |

Sangita is full of music are accepted by scholar and dunce or fool.
But sahitya approved by scholars only. That is why music is important in
soft art. I have already told that song, nrtta, vadya are tauryatrika. Yet

some give importance to song than nrtta as follows

*> Tarla Mehta, The Sanskrit play production in ancient India, Vol. V, P. P. 9 and 10.
YK.T. Raveendranath, Ragasudharnavam, Kerala Bhasa Institute, Introduction, P. 3.
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: (oI a 95
37AT I TS T | 1.

Music is not only accepted by the human beings but also enjoys the
animals, birds etc. This was accepted by the ancient people those who
have not much known about music. Though they enjoyed the music of
sound of birds, gentle breeze, sound of honeybees, music of water etc.
According to Karnataka musicians, prakrt music prospered in India due to

the homage to God.

There is a story in the Purana that Narada was expert in playing
lute. He looked so proud. So Hanuman decided to teach him a lesson.
Hanuman Sang the Bilahari raga and Narada’s lute dissolved on the rock.
On the otherhand Krsna was expert in playing flute and he controlled the
cows with the help of this music. Tanson, the famous musician blossomed
the plants, made rainfall etc. by the power of music. Nowadays music are
used for the high yielding on agriculture, measuring the production of milk
etc are experienced in Soviet Union. % Moreover Music is used for the

cure of different diseases such as raga Anadhabhairavi for blood pressure.

»® AK. Raveendranath, Dakshinendhyan Music, Introduction, P.7.
* Ibid, P.8.
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In Vé]mi_kiréma'yapa Lava and KuS$a, the sons of Sﬁrﬁma, teaching by
Valmiki sung the songs in different jati-s in the presence of Srirama in the

palace-

Tl F UHETHHeRT qa@ra [t

AIE TSN I T THAADAT

And in Adyatmaramayana also the following verse is seen-

a7 W BIpe:

qaTaEl qadd

TG TSI o

T FATHATH

4.1. Kinds of Music

Sangita is an integral component of Sanskrit play production. The
Sangita consists of songs, dance and musical instruments’ . Although
each art had individual identity, it would became an intermixture in all the
dramatic performances. According to Bharata, the song, instumental music
and the natya having different kinds of appeal, should be made use by the

producers of a play like a brilliant entity formed by a lighted torch

77 Sarngadeva, SR, 1210-47.
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revolving and appearing as a single undivided Circle (alatacakra
pratima)gg. Indian music had three gramas- sadja, madhyama and

Gandhara.

NS considered dhruva-s singing in comparison with gandharva.

The dhruva is inferior which was only ‘capable of creating the interest in

the auditorium full of women and common people’. %

The different levels of appreciation of music are seen in the NS-
‘masters like a harmonious closure, the scholars, precise enunciation of
words (pada). Women a sweetness of voice in the singers and the rest of

the audience a full throated, loud Singing’. 100

4.2. Tempo Used by Bharata

He mentions three types of tempo. They are-

1.  Medium
2. Slow
3. Fast

*® NS, Trans. Eng. M.M Ghosh, XXX 11, 7.
* Tbid, 226.
100 .

Ibid, 227.
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Medium tempo used in love and laughter. Slow tempo in pathos and
fast in heroism, wonder, fear, terror and disguist. According to him, the

actor on the stage uses a pause, by handling a verse, its line’s meaning, not

prosodical rules. Bharata’s views on the function of preliminaries, melody
is sung in specific metres to an accelerating tempo. The ritualistic dance
sequences are performe by the female dancers followed by a verbal
enunciation and a recitation of mnemonics. Above all mime or abhinaya is
a vehicle for communicating the sense of the songs101 and dance serves the
. . 102 . ..
purpose of creating beauty in a play =~ and it serves an auspicious

function.
4.3. Music in Drama

The major types of drama has not dealt with music though the early
forms of the minor type included music and dance. The major type
developed from nat ya, which is full fledged theatrical representation
capable of arousing sentiment or rasa. The minor types or uparupaka

which are essentially musical drama, evolved from nrtya. It has a mimetic

91 NS TV, 268-269.
"2 1hid, 268 — 272.
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' : : — 103
element, no dialogue; and also capable of arousing emotion or bhava "~ .

The ancient types of minor dramas were merely musical. They included
music, dancing and no dialogue. The only way of communicating the

story is through songs with musical accompaniment.
4.3.1. Kinds of Music Employed in Sanskrit Theatre
There are two kinds music employed in Sanskrit theatre-
WWWQQ?WHWJIM
1. Gandharva
2. Gana music or dhruva songs
4.3.1.1. Gandharva Music

In gandharva music svara and tala plays major role rather than

words. This gandharva is divided in to three-

1. Svara

2. Tala

' Rachel Van M. Baumer & James R. Bradman., Saskrit Drama in Performance,

VolIl, P.265.

1 Dancing and dramatic literature falls under the class of ocular (DrSya) Music for
more details refere Universal History of Music of Sourindoro Mohan Tagore,
Addenda X.
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3. Pada. Bharata says-

oo 105

TTIATHTT TR WRATATISTHSH |

The term Gandharva denoted the margi music of ancient times.
This is originated from the exclusive rendering of the metrical hymns of
Samaveda (sama-rca-s) with emphasis on the correct pitch and intonation
the notes or svara, the time beat or tala and the words or pada. The
purpose of the employment of gandharva music was for the unseen award
for natya troupe. This music was employed for the pre-performance
preliminaries which were used by the ritual player of drama troupes for
their own benefits and also used it for the success of the play production.
This equals with the music of gandharva-s, celestial musicians. It
accompanied the sacral rites and was sung with gestures and the word
content has a nilrgitalo6 element. It is believed that gandharva music was
codified in the Samaveda and this music was closed and rule-bound.

Therefore with this limitation it gradually disappeared.

105

NS, XXVIII, Tran. Mal. V.9, P.221.
Nirgita is a systamatised musical combination of difficult tala patterns
accompanied by meaning less syllables.
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4.3.1.2. Gana music

The gana music or dhruva songs are composed of songs which were
used during the play for the enjoyment of the audience. Abhinavagupta
says- ‘Importance here (gana music) is on the words and the meaning’.
NS, considered dhruva singing or gana was inferior and which was only

‘capable of creating the interest in the auditorium full of women and

5107

common people. Both these are different in their practice and

observance also.

4.4. Musical Instruments in Kutiyattam

I thought of mentioning Kutiyattam here because the performance
of modern type of drama is seen only through this art form. It is the earlist
modulated form of Sanskrit Drama. In Kutiyattam, Kuti means together
and yattam menas acting. The main instruments which provide

accompaniment of Kutiyattam are-

1. A pot drum (mizhavu)

2. Cymbals (kuzhittalam)

107

NS, XXXIII, 226.
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3. Conch (Sankhu )
4. Idakka
5. Kuzhal or kurumkuzhal.

These are the only instruments which provide melody in
Kutiyattam. The major difference between the orchestra described in the
NS and that of Kitiyattam is the absence of stringed instrument or Vina.

In later, they are listed as the main instruments in the NS.

In Kutiyattam rhythms are more prominent than melody. Rhythms
in different patterns are played with different drum syllables in the

following mannar -

‘tarha ki tarha kitaha kithrem, Kitinta kiti kiti kiti kitinta’'®

4.4.1. Idakka

It plays a major role in providing rhythms in Kutiyattam.

4.4.2. Cymbals

The female singer sitting on the stage plays the cymbals. The

rhythms are played throughout the performance except during speeches.

"% Rachel Van M. Baumer and James R. Bradman, Sanskrit Drama in Performance,

Vol. 11, P. 365
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The rhythm follows the action of the character in certain set scenes. Before
starting a speech the actor gives a signal to the musicians to stop the

music.

4.5. Natya Troupe- Described in NS

a. Troupe leader - Sutradhara

b. His assistant - Paripar§vaka

C. A drama - Maker
(Dramatist) - natyakara

c.  Jester (comedian) - vidusaka
Actor proper - Bharata
Actor dancer - Nata
Actress - Nati

d. Expects in musical instruments- Taurika
Musicians - Ku$ilava-s
Clown maker - Mukutakara
Costumer - Vesakara
Ornament maker - Abharanakara
Garland maker - Malyakara
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Dyer - Rajaka

Painter - Citrakara

e. Craft men who made stage properly with lac, stones and metal -

Karuka, Silpakﬁra.

f. For the natural development of dramatic progression of art in dramas,
natya performance and rasa are essential. Sabhaparva in the MBH

mentions the plays with the hasya, lasya and rasas in the royal

109
courts .

4.6. Preliminaries Before the Performance

The effect of the drama essential to heighten is only through the
instrumental than the theatrical songs. There are two sections before the

performance of the preliminaries of drama as described by Bharata as-
4.6.1. First Section

The first section of preliminaries comprises-

1. The entry and seating of the musicians

2. The singing of musical scales.

' MBH, Sabhaparva, II, (Ed). T. R. Krishnacarya & T. R. Vyasacaya, Sri Satguru

Publications, Delhi, 2.5.107, P.33-46.
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3. The tuning of musical instruments both stringed and percussion.

4. The rehearsing manner of clapping to keep times.

5. Singing a song.

4.6.2. Second Section

The second section is sub-divided into nine phases-

1. The director enters the stage with two attendants

2. The pose of the director is precisely described.

3. The trio-enters- for the creation of triangular body.

4. The trio moves together from back stage right to front stage.

5. The two attendants hold flowers and the director a flagpole

(Jarjara).

6. The front stage central square is both the mythical and actual centre

and identified with Brahma, the deity.

Throughout the above a particular melody is sung in specific meters
with accelerating tempo. The ritualistic dances are performed by female

dancers by a verbal enunciation and a recitation of mnemonics.

&9



4.7. Musical Orchestra or Kutapa

I have already said that only through instrumental music, drama can
please the audience. So I want to discuss the instuments that are used in
dramas. A musical orchestra consisting of the minimum ten musicians.
Ritual arrangement of the musical instruments, their tuning and singing in
unison with them covered the first nine rituals of the auspicious, pre-
performance ceremonies by the drama troupe. The progression of the plot
was continuously acentuated with the rhythm of the drums and cymbals,
singing of songs and playing of Vina and Flutes.The musical orchestra
consist of four kinds of musical instruments says Bharata in chapter
twenty eight-

qd JaTas o AT T |
Trae e qEoTadd ||

Instruments are of four types-

1.  Tatam (stringed - Vina)

2. Avanadham (Covered- Drums)

3. Ghana (Solid- Cymbals )
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4, Susira (hollow- Flute)

Tatam means stringed like lute or vina, Avanaddha is made up of
skin like mizhavu. Ghana, the instrument with bronze like kuzhittala.

Susira is the instrument with hole like flute. According to Bharata-

. . . 110
qd d=Itsd q AIAE g draevd |

o drereq feager gRr g9r 3o ||

He says that each character enters on stage with appropriate music

with proper musical instrument-

T TAEA Pl TARTATATTA |

112

BT T AT ATOSATAA eI | |

In the sixth chapter of Sangitaratnakara, he also accepted the above
mentioned divisions of instruments. According to him tala and susira are
the case for Sruti and svara through avanaddha please the audience,
cymbals are used as the measuring scale.Another relevant book on music
Sangitasamayasara, Par§vadéva, made a division on musical instruments

as follows-

"9 This instrument made by Swati sage, NS, Mal. Trans. , XXXIII, P. 449-450.

" qy Td dronies A Nl uee- ANEi- TaUEE- REERIE TEd | ST
ATSMIGe O PrAATeiess demia® JL NS, Trans. Hindi Madhusudhani, P. 63.

"2 N'S. Trans. Hindi, Madhusudani, IV, V. 277.
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e et afd aremdq Teur waq |

113

HIT P0G Tha=T TS | |

Each instrumentalist has a fixed place to sit. Bharata discusses in

chapter five-

HaATH  TII TAER gid T |

114

TATIALOT Tk IMIBET AT | |

4.8. The Seating Arrangement (kutapa or Bhanda)

10
2@ 3@
a *® KUT
iN 8@
= e R S 9 .
u 109
1. Mrdanga player
2. Panava Player a. Drums
3. Dardura Player
4. Vina Player
5. Vina Player b. Vina

113 Dr. V. Raghavan, The Number of Rasas, P.9.

114 Ibid, Trans.Mal. V, V. 17, P. 509. & TULIEAHeT TaTHHASI ATE [GITHT:
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6. Flute Player

7. Flute Player c. Flute
8. Tala d. Cymbals
0. Female Vocalist

10. Male Vocalist
11. Female vocalist e. Vocalist

12. Female vocalist

This picture shows the seating arrangement of Natya troupe. Now

let us discuss in detail about the musical instruments.

4.9. Three Kinds of drums

4.9.1 Muraja (Mrdanga)

A drum with two heads, with its body formed with clay.

4.9.2. Panava

A drum with two heads, thin in the middle part.

4.9.3. Dardura

A drum with one face shaped like a pitcher (ghata)
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These drums were covered (avanaddha) instruments which were

described as ‘the basis of the performance’by Bharata.

4.10. Vina

It 1s the musical instrument dominating in the musical orchestra.

Two kinds of Vina-s are mentioned in the NS-

4.10.1 Vipanci

4.10.2. Citra

Vipanci has nine strings with a plectrum. While performing the
dhruvagiti, the Vipafici should be played with a plectrum. And citra has

seven, strings, played with the stroke of the fingers.-

[V o o o
HAAT HITIAT Ul HIAd |

o o o o 115
SARIBICIREESSIEIESE R Ul%‘\l}(ﬂltﬂq"ll |

Vina music is performed for the first nine rituals of preliminary
ceremonies. Music is used to please the Gods. So it is called gandharva, a

combination of svara and tala with words-

. 116
TTRIETATT Terd TRATAIG TS |

115 NS, XXIX, Trans. Eng. N. P. Unni, V. 125, P. 817.
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Various instruments playing with a lute is called gandharva. In a
play for progression of the plot also vina music is played. Its notes
formed the basis of human notes (svaras) and were adopted in the
recitation of the spoken words also. The music of Vina is the very
backbone in a play production.The origin of gandharva is from vina and

kuzhal.
4.11. Flute (The Hollow Instruments)

A flute is considered the oldest instrument. It is made of bamboo
and that is why it is called Vamsa or Vam§ vadya (later bansi or bansuri)
or Venu. Later Flute were made of horn, Wood, metal and ivory also. The
two types of flute that are used both in Hindusthani and karnatic music. In
Karnatic music it is called flute with nine holes. In Hindhusthani it is
Bansuri of seven holes. It is the secondary instrument to Vina. Sruti-s
were produced by the manner in which fingers on the holes of a flute were
shaken (kampita), kept half open (ardha-mukta) or fully open (vyakta-

mukta).

116

NS,. Trans. Mal. XXVIII, V.9, P.221.
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4.12. Cymbals: Solid instruments- Tala (Ghana)

The cymbals were referred to as Tala. In early days the word
probably means by the clapping of hands and Tala means the palm of
hand. The tala of the musical instrument were the solid or ghana variety.
The tala player keeps the proper time beat (tala) with the tempo or laya.

Three types of talas determined the tempo and pace of performance.

4.12.1  Quick (drut)

4.12.2  Medium (madhya)

4.12.3  Slow (Vilambita)

4.13. Vocal Music

The three musical scales are determined by the pitch of tuning and
singing. The notes from the chest (uras) corresponds to mandra saptaka.
The notes form the throat or kantha correspond to the madhyasaptaka and

those from the head (sira-s) to the tarasaptaka.

4.14. Jarjara - an Instrument

In addition to the above mentioned instrument, Jarjara is used only

in Sanskrit dramas.This instrument made up of a piece of bamboo with
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five joints. Indra is supposed to use this Jarjara to destroy the obstacle of
nat ya performance enacted by Bharata and his hundred sons. It was
believed that even after all the performance, the jarjara remains on the
stage. The first top covered with a white cloth -colour of Brahma. The
second joint covered with blue cloth - colour of Rudra third with yellow -
colour of Visnu, the fourthwith red cloth,-colour of skanda the last with
variegated cloth representing pannaga or Sesanaga joints. In chapter fifth
of NS, Bharath says that Jarjara is used in drama to overcome the

obstacles and for offerings to God-

TIT AT e T T 9N |

forerrat o A9 S T g 1Y

4.15. The Musicians - Taurika and KuS$ilava

In the discussion of musical instuments, the most importance given
for the musicians. In Sanskrit plays, musicians are called taurika and ku§i
lava. In The play the master musicians are experts in all aspects of
musical instruments. Ku§ilava’s were clever in singing and playing
instruments. The ending of the play was announced by the singing of the

benedictory verse and ritual beating of drums: special songs and dance

"7 NS, Tran. Hindi. Madhusudini, V, V.2, P. 174.
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situations were introduced in the play to enhance °‘the strength and

ripeness of the meaning of the words by expressing thing which cannot be

: »118
expressed in speech.

The Sanskrit play production is something more than the mere
enactment of the spoken word or dialogues. They also includes the rich
variety of the use of songs, the musical instruments and dance. From the
ancient times 1n India, the vocal and instrumental music went hand in hand
with natya enactment.Then it would form a trio of interwoven arts. The

content of music in Sanskrit plays especially seen in the following context-

1. The musical orchestra (kutapa) its organization, application, and the

seating arrangement.

2. Preliminaries, the prayer and prologue.
3. Dhruva songs, songs and dace situations and the actor’s benedictory
verse.

This brings out the fact that music plays a vital role in a play.
Padya, natya, gana, strange vadya are equal to vedamantras. Gita and

vadya are more sacred than thousand ablution and chanting of prayers.

'"® NS, XXXIII, Tans. Eng. M.M.Ghosh, V.7, P. 406.
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Where there 1s no sound with gita and vadya, there will be no obstacles he

says thus-

qEY IoT: GUH J B

=T fg Ao 98t A

T T M T G
Fresvn 7 feataata 1Y

Therefore in all types of ten rupaka-s different vadyas are to be
worn-

oo o 120

ATRA ThISAGATIISTHTATE SIEHIS |

4.16. Musical Instruments in Siamese Theatre

The five musical instruments which are used as orchestra in

Siamese theatre as same as in NS They are of Indian origin their Sanskrit

) _ . _ . 121
names are- susira, atata, vitata , atata-vitata, and Ghana.

Susira Flute

Atata' One faced drum

Atatavitata | Two faced drum or
mrdanga

Ghana A pair of Cymbals

"% Ibid, Trans. Mal. XXXIII, V. 334, P. 511.

"9 NS, Trans. Mal., XXXIII, V.16, P.451.

2! Manomohan Ghosh, Contributions to The History of the Hindu Drama, Calcutta
oriental Press, Calcutta P.47.

22 Atata seems as Dardura in NS.
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In the sameway nrtta are also important like music it is treated as

auspicious says Bharata-

UTIUT WA JaTHE SATa: |

aVae 123
IGRE N

AT Hedl o TaHAH

And nrtta is used in accordance with music-

< 124
AT TaARATIE AT |

Nrtta is used to marvel the occasions in purvaranga-

T MawITEE 7 AT ATaH |

125

FEATE P BAeIdEERdY = | |

Music and dance are not used when drama is staged with dialogues-

TS G S 9 AT dl\ﬂdq]26

And on the same time it is very necessary for the application of

instruments with music as Bharata says as follows-

123

Ibid, IV, Trans. Mal., V. 269.

Ibid, Trans. Mal., V. 272.

Ibid, IV, Trans. Hindi, Madhusudanasastri, V. 267
Ibid, IV, V. 281

124
125
126
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ATAATATSSTATTHIT eTATe s T

T AT AT T Faere Arargad |
([aNEaN o .

FHIAT AT ST WIAATHITH

127

AR fIeeaare: ¥ 9 gur o &9 |

Narada claimed that gandharvaveda or Sangitasastra has due

importance. The people who follows this $astra, gets high manipulation in

the world-

qd a5t foag ARG |
FETTAYE od & afies |17,

In addition to these, music is employed in rasa-s. The table shows

this in detail-

127 NS, IV, Trans Hindi, Introduction.
128 NS, Mal. Tran., XXXII, V. 461, P.449.
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Rasa-s Raga-s

Srigara Kambhoji,Kaly ani,Bhupalam,
Anandabhairavi, Kharaharapriya

Hasya Vasanta, Mohanam

Karuna Sahana, éivaranjini, Révati,
Madyamavati, Sindhubhairavi,
Phalamafnjari

Vira Natta, Hamsadvani, Abhéri,
Suddhadhanyas, Amrtavarsini

Raudra Adana

Bibhatsa Sriragam

Adbhuta Bangalam

Santa All ragas

The ragas like Kharaharapriya, Amrutavarsini, Mayamalavagaula

etc are usually sung in the sentiment of bhakti to worship God.

In addition to the accompaniment of music in Sanskrit plays, it is

also to be noted that rasas-s and musical notes has some similarity.

Rasa Notes
Srﬁgéra, Hasya Madhyama and Pancama (Ma,Pa)
Vira, Raudra, Adbhuta Sadja and Rsabha (Sa,R1)

Karuna

Gandhara, Nisada (Ga,N1)

Bibbatsa, Bhayanaka

Dhaivata (Dha)

The harmony of the human voice, the Vina and the flute formed the

music in the play. The appropriate agreement of the notes- svara-s of the
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Vani, Vina and Venu were specially praised in a performance. The NS

refers human voice as ‘the Vina of human body’.129 The rhythms and the
tempos provided by the drums and cymbals were compared to a ‘bed of
natya’ (Saiyya hi né@yasyam). And the percussion instruments like

cymbals or tala are considered the foundation of a natya performance.

'*> NS, Trans, Eng. MM.Ghosh XXXVIII, V. 15.
130 Ibid, XXXIV, (Kashi. Edition), Samskritasahityanusandana Samiti, Varanasi, 270.
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CHAPTER FIVE

DHRUVA GITI-S IN SANSKRIT DRAMA

In Chapter Five of NS Called Purvarangavidhi. Bharata discusses
the step of music to be introduced in natya. At the time of the production
of the play, it is Natyacarya or troupe leader who determines the
introduction of the dhruva giti-s in the play. It is this dhruva giti which
creates the atmospheric mood in the play as is seen in the beginning of the
fifth act of the AS, the natyacarya also takes the decision as to what kind
of dhruva giti is to be introduced in accordance with the entry or exit of
character of the emotional mood to be created or the particular nature of

the character to be introduced on the occation.

131

¢ MR o 5o e |

Without any colour the drawing should not become good, likewise

natya could not perfect without the song-

TAT TOUGH T 7 AT e |

o . . o 132
TIHT TIAT MAH ST W0 A =3 ||

PUNS, V, (Trans. Hindi Madhusudani), L-1-2, P. 618.

NS, XXXII, Trans. Mal., V. 429, P. 441.

132
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The definition of dhruva-s are mentioned by Bharatamuni in his

NS-

SATHAT I FARGTHAEEST |
TANTTE FaToT [T | '3
T &< T1OTHRT AT AU o

. . 134
TG} {8 a5 gaaraeterad | |

Trayasratala with six kalas and catura$ratala with eight kalas are the
characteristic of dhruva songs. The above mentioned talas are the vital
energy to dhruva giti-s. According to Bharata, the words, tempo, Jati,
notes and time beat in them were regularly (dhruvam) connected with one
another'”. So that it is called dhruva songs. It can be used in accordance
with the place, asraya and the prayoga of nrtta. Abhinavagupta emphasis
that -they stabilise, so to say or form a firm (dhruvam) foundation of the
production or their themes and hence are called dhruva-s'°. According to

Rajasekhara, dhruva-s are the vital breath of a dramatic performance-

137

¢ & ATeas wIH g |

133

NS, Trans. Mal. V.1, P. 354.

Ibid.

NS, XXX 11, 8.

Abhinavabharati, V.88.

Y7 Annals of Bhandarkar Oriental Research institute, Poona, Vol. 45-47, 1964, P. 20.

134
135
136
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Each of these was graded to suit the themes, places, times, seasons,
the characters, and their basic states and natures like superior, middle,
inferior. The content of the song had appropriate language, tempo and

tala.

5.1. Kinds of Dhruva Songs

There are five kinds of dhruva-s. They are:-

138

ARG TSATdaral ARSI |

In the practical difference they are-

ATt W Tactamgitest war |
Tt g = =qet =rarr gar |

1. Pravesiki
2. Naiskramiki
3. Prasadiki
4. Aksepiki

5. Antara

138
139

NS, Trans. Mal. XXXII, V.6.
Ibid, XXXII, V.316, P.420.
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Dhruva Songs

Situation of Employment

1. | Pravesiki Sung at the entrance of important characters

2. | Naiskramiki Sung at exit of important characters

3. | Prasadiki Sung to develop or enlarge the mood of the
situation

4. | Aksepiki Sung to change the mood of the situation

5. | Antara Sung to cover the faults or mishaps or bad

lucks

These songs were always sung by the vocalists of the musical

orchestra. Sometimes the performer also joins with them. Each of them

has different situations for their employment. The names of these five

dhruvas are based on the names given to human beings in order of

geneology, family and customs etc.

According to Saradatanaya, five dhruva-s are used in nat aka-

3T ATIFET T vafrErTaaTtSt | |

140

3T T gSadr gar Arehsrdr ¢ |

In each and every drama we have dhruva-s like Pravesiki and

Naiskrﬁmiki. The entrance and exit of characters, which canot not to be

avoided in dramas. In the same way Prasadiki, Aksepiki and Antara

which are also considered as important like the other two.

"0 Saradatanaya, BP, VII, V. 109, P. 287.
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This chapter deals with the dhruva-s of selected dramas including
plays of ancient writers Such as Bhasa (13), Kalidasa (3), Bhavabhuti (3),
Sriharsa (2), Rajasekhara’s Viddhasalabanjika, Murari (1) and Sudraka
(1). An analysis was made on above dramas and sequenced five dhruva-s

according to a particular manner as it reflected while reading.
5.1.1. Praveésiki Dhruva-s

In pravésiki dhruva-song, a character enters with different meaning

and rasa-

ATARATIET TOT T T TI9Ty |

141

TRt T ATAT faeaT | AT | |

This is not used when a character who is in a situation of calamity,
wonder, tension, crying etc. The situations that happens in afternoon are

supposed to be described in this dhruva-
WTAfTERTST aRq qaTeATRg an SIar
After the purvaranga ceremonies, in accordance to natyacarya’s

instruction, songs should be sung according to the characters and

situations-

I NS, Trans. Mal. XXXII, V. 317, P. 420.

Ibid,, XXXII, V. 370, P. 431.
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Co o d
QIR Wk q AT JATSd

143

¢ T TIHAT TS qI9T |

Examples:
¥s: TamTEag aRarsane
T HUTH ERAGTAAHAEEH |
swquwasﬁ?ﬁuwm -
TAY T WO FASied A | |

Meaning
With Vedic hymns do I please my grandsire Brahma
And songs I give to Hari thrills of delight
With means diverse, day after day, I do devise
Melodies for the string and quarrels in the world.
HE FAR fawT: gt g |
FITEaTeERIeT Jaetiebrigent : |11

Meaning

Narada- To pay obeisance to Visnu for Kamsa- death have I come

here from heaven as ordered by gods with celestial nymphs and singelrs.146

143

Ibid, XXXII, V. 408, P. 437.

Complete Plays of Bhasa-Avimarukam, Trans. Eng. Dr. K. P. A. Menon, Nag
Publications, Delhi, V19. 19 P. 380

" Complete Plays of Bhisa- BC,V, V.17, P. 100.

144
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femaieRTotar: e @t ffr sttaateer |

147

FHATDE S FATH BTG | |

SITGATE I AETETY SteAtrafger fom=r |

oo o 148
A et geaid farriwARaatetm: ||

Meaning:

Manager- Propitions fate brings at once the desired object, even
from a different- isle, or from the ocean’s depths, or from the extreme

limit of a quarter, and puts one in possession of that. 14

TUAITTeI QTN T qd HANaH |

I TS AT cl“l*j\dcusd: |l

Meaning

Stage manager - For doing service to my parents, after giving

wealth up my hereditary wealth I shall also go to the wood just as this

T == 151
Jimutavahana

IHCABHABTLIINIEA A & TRY

146

1bid, 101.

147 Murari, Anarghraghavam,Chowkhambha Vidhyabhavan, Varanasi, [, V. 13 P. 14.
148 Sriharsha, Ratnavali, M. R. Kale, Motilal Banarsidas. Varanasi, I, V. 6

" Ibid, P.119.

130 Sriharsha, Nagananda, Trans. Eng., Sri Balamanorama Press, Madras, I, V. 5, P. 5.
"! Ibid, P. 5-6.
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srfvyarshisd wied wwafa gormmmE 17

Meaning

Heroine- O, Goddess Gauri, possessed of an yellow hue like that of
the dust in the filament of a full-blown lotus may my desire fructify

through your grace. 153

fore forsl TemiemvaRaaaat Hgeq AeEd
S AT aed Ioge! s |

uy IS ISR R o O R I IR Hd9eT:
(=

154

Tt ATHEE AATHAEATETST: 870 | |

Meaning

Garuda- Having brushed aside the disc of the moon and contracted
the body of the Sésha folded in circles out of fear, being seen with joy by
my elder brother while the sun is shaken by the shuddering of the horses
of his chariot, and with my wings projected far by the rows of clouds
gathering at their edges, I have come in a moment to the mountain on the

sea-shore-the Malaya, eager to devour the snake."”

152

Ibid, I, V. 14.
Ibid, P.17.

Ibid, IV, V.24
Ibid, P. 122-123.
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154
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BT T a9 faesrot
T Red Referar aid quifiu |

AT oqd: HHGRATAST +qHUH

156

TeareeaT /9T A9 FHavdaarT 797 ||

Meaning

Jimitaketu- The pleasure of youth had been enjoyed by me, and
fame made to spread. I had to wielded the royal scepter: penance also has
been performed by me with a steady mind. I have a praise worthy son and
their daughter in law born of the best suited parentage: now that my

purpose in life has been served, it is of course time for me to think of

death."’.
qgads ATS Alaar AT HAT & AT Iq Ial -
LGNS BRG HacTaRa=aq d &1 g |
TEpSuTYal = 9(s d 6 a1 9% 97e
Iq T AEE - IERY: WeeAr de: 1117
Meaning
% Ibid, V, V. 3.

"7 bid, Act V, V.3, P. 127-128.
138 RajaSekhera, Viddhasalabanjika, Chowkhambha Vidhyabhavan, Varanasi, I, V.14.

112



Moonlight is nothing, if compared with his bright face. The
glittering of gold fades when compared with the sheen of his body. What
is the bow of Kamadeva, in front of his brows? What more to say- all the

essential creations of Brahma are meaning if compared to him.

GG AST grax fawrer

Id: FI FIANY FUaad 7 |

oot Tt o= fafeamr &9 -
T HeRfadsasTg g || Y

Meaning

Having dwelt for a long time on that (maiden) with a face lovely
like the moon, my mind turns back with very great difficulty, having
conquired bashfulness, thrown aside courteous behavior, and uprooted

) e ) ) 160
firmness, with discrimination become ineffective all of a sudden .

T TRIAEAATRTHESIH TRYS: &g
ST B9 oMo arger: At fas 117

Meaning

159 Bhavabhiti, Malatimadhava, Trans. Eng. .R. D. Karmarkar, Chowkhambha,

Sanskrit Series, Deihi, I, V.18.
Ibid, I, V18, P. 15.
o1 Kalidasa, Malavikagnimitram, C. R. Devadhar, Motilal Banarsidas, Delhi, I, 4.

160

113



I long to carry out the order of the spectators which I have already
received with my (bowed) head, even as this attendant of Queen Dhérir.ﬁ,

: . 162
intent on serving her .

TATRH MATFIOT BT 98N &

. 283
TY TO1T T ARSIOTREd] 1"

Meaning
The ravishing melody of your song I was forcibly carried away,

like King Dusyanta here by an antelope of extreme fleetness.'®

T W T T qOT: [ fAARAT

o (Y o o
Hgl HIRNN JIURMIITE: |

FT I SR TRET ST Tdet e

oo o 165

FI T TATEATTITAT ISTHRT: R |

Meaning

Not indeed, not indeed, should this arrow be made to descend upon

the delicate body of a deer, like fire upon a heap of flowers! Where alas, is

‘% Ibid, P.23

' Kalidasa, Abhifijanasakuntala, Trans. Sanskrit- Hindi , Chowkhambha Sanskrit
series office, Varanasi, I, V. 5.

. Ibid, Trans. Eng. A. B. Gajendragadkar, The Popular Publishing House, Surat, I,
V. 10,P4.

AS, Trans. Hindi, I, V.10, P.21
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165.
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the extremely frail life of poor deer and where your arrows of sharp

descent and adamantine stlrength?166

QAT JaAT AgPASATRIT:

HTOAHUAR QI(\‘CI('IIS_\“I{I-'II |

167
I

T T T IRESH:

Meaning

A dark youth in white silk rope, shining with the royal umbrella
and beautiful chowries, anointed with anguents, and with a body
brightened by the luster of gems in the ornaments, appears like the full

) ) 168
moon in the midst of stars

(@ o .
Al [patld ddlics HiVsdlAl

SO YT §T FUTANT: T FOT: |

: o (« ~
&ﬁq T | THY TS BT | BT

"% Ibid. Trans. Eng. Re-edited by PravinPralayankar, New Bharatiya Book

Corporation, Delhi, I. 10, P. 82.
' Bhasa, Dutavakyam, Trans. English. T.K. Ramachandra Iyer, R. S. Vadhyar &

Sons, Palakkad, I, V 3, P.22.
' Tbid.

115



169
ARFIG a9 graree ||

Meaning

The evil minded Krsna has come now at the bidding of Pandavas,

like a slave. Comrade you prepare your ears to hear Yudhistira’s words, as

170
gentle as those of a woman.

HISTATINS: TAL faroaT:
o = Fufa FemeHuTd & |

T ST TS
g wrastaaTiaa wifa st 117
Meaning

Karna the wise, brilliant with his most powerful personality and
foremost in war and in deeds of valour, now comes (to the battle field)
sadly. He(now) looks like the sun shining with his natural brilliance in

172
summer, obscured by masse clouds.

5.1.2. Naiskramiki Dhruva-s

Bharata says naiskramiki in chapter thirty two as follows:

169
170

Ibid, I, V.13, P.32.
Ibid. P..33
Bhasa, KB, Trans Eng. T.K. Ramachandra Iyer, R. S. Vadhyar & Sons, Palakkad,
IL,V4,P5.
Ibid, P.6.

171

172
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FGHT TTSEAT qToTt Mt ey |
frspTHtoRTaoT feremasetiet at g Il o

This is occurring in the exit of one character at the end of an act or
exits a character from the scene. The situations that happens during day

and night are describes in this-

174

TG ITHTR] ASRITHT: WHIeTsT |

In this, vadya is used with music. If a character enters on the stage

with tension, fear and pleasure music is applied along with this.

Examples:

T T IR graaueaeyd Rad =a: |

o . o o . O 175
ATATRHBHATDAT: TIAATd AIHATT | |

Meaning

Body goes forward, (but) the restless heart runs backward, like the

china-cloth of a banner which is being borne against the wind.'"

AT & F T WHT TT qTHE T IRTETH: |

-

173

NS, Tran. Eng. XXXII, V. 318, P. 420-421.

NS, Tran. Mal. XXXII, V. 370, P.431.

AS, Trans. AS, Trans. Hindi. I. V. 36, P. 81.

AS, Trans. Eng.. Re-edited by PravinPralayankar, 1.33, P. 159.
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St f R et fersrerereT Faver fetaframdfrer 1177

Meaning

Another’s property, indeed, (is) a daughter, sending her to-day to

(her) husband, this my inner soul has become exceedingly clam or serene;

like one who has restored a deposit.178

FHH JAGET T 7 RIE A= |

T 179
A gUAT FEEa | ggae ||

Meaning
Granted (Kaman), I do not rember the repudiated sage’s daughter

(to be my) wife. But my heart, which is exceedingly aching, as though

180
convences (me).

PERIR IEARITIR I D CE
AT FiHEdt 7 e |
HATY 7 {99 Al e
g afraerreTesg: 111

Meaning

177

Ibid Trans. Hindi- Sanskrit, IV. V. 24, P. 308.

Ibid, Trans. Eng. A. B. Gajendragadkar, IV. 22, P. 389.

AS, Trans. Hindi, V. V.34, P.383.

AS, Trans. Engi, Re-edited by PravinPralayankar), V, V. 31. P.459.
AS, Tran. Sanskrit- Hindi, VII, V. 35.

178
179
180
181
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May the king expert (himself) for the good of (his) subjects. May
the speech of those that are eminent in learning be honoured. And may the
self-born Siva, whose power is all encompassing, put an end to my re-

birth.'®?

%2 A8, (Eng. Trans. Re-edited by PravinPralayankar), V. 35, P. 639.
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C ([aNEaN
AchlHeb g ddUistiet:-

Fe T TR AT ooTaw T |

T9T=] TUgAAaT: et
183

T ATHSGAIAT: IR ||

Meaning

Let the Pandavas, with their eyes filled with tears and having deep
sighs, see you taken to their camp, with your whole body smeared with

blood and wounded by the multitudes of arrows discharged from my

184

bow.
At the end of the first Act of RL, Udayana sings two beautiful
VErses-
I ARATTd ATl FEad (GG |
aftarogT qE e geafed ot 1
ST T ETIEHot QTR STTHTIAERT T
TIATET TATITSTAT FEAT TS [ar=srar |
(@ (@N (@ o
FAT TARILARATTARAT I
A AHATANY Idh: FefTdetsstT &4 | 1'%
DV, 1, V.4l
™ Ibid

' Sriharsha, RL, 1. V. 24
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Describing these scenes, Damodaragupta remarks- Thus saying the

songs and dancing in a picturesque manner, on the stage the king leaves

the stage along with others while singing the Naiskramaiki dhruva.'”’

(&N o o .
QAHTHY T AT HIRepH pcd] |

TTSRITHE gaaT fat== At o wg 9 ||

5.1.3. Prasadiki dhruva

Prasadiki means a character who is in good mood-

T T WACRAHATIATINT Fd TG |

o

. . VI 188
DG (e gErees! af g ||

In the context of memory, vanity, happiness, request, srngara, adbhuta rasa

etc prasadiki dhruva is laid-

T T U 9 STRIgHASR
¢IaT UTATTGeRT Tt qaf: Heaetansar|

Example:

JETAGAAAS TIUAATAT (G T |

190

FUHAT: T PrHaEaEdr aaaan: ||

186

Ibid, V. 25.

Annals of Nhandarkar Oriental Research Institute, Vol 45-47, PP. 19-28 ans
Kuttnimatam with rasadipika, Krishnadas Accadami, Varanasi.

NS, Trans. Mal. K.P. Narayanapisharodi), XXXII, V. 320, P. 421.

Ibid, V. 386, P. 433

AS, Trans. Hindi, I, V. 17. P.31

187
188

189
190
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Meaning

If this beauty, different to be found in a harem, (belongs) to people

living in a hermitage, (then) indeed, are garden creepers distanced in

: 191
virtues by forest- creepers.

TATATGT JTe AT T FLAA

(aN o o
VXA AT AT HgpUllTdpTR: |

T LA TS AT HEL

. . 192
T TATNTHYR!  Band &I Far ||

Meaning

You touch repeatedly her quivering eye, the corners of which are
tremulous; hovering near her ear you sweetly hum, as though whispering a
secret (of love); in spite of her waving her hand, you drink her lover lip,
the all- in all or essence of enjoyment; (whilst) we, (0) bee! are undone

through search for truth (regarding her); you, indeed are blessed! 193

qq F I Z3H AF qAHGAT feary aEEn |

194
TSpT | Qo SeioRad Eaa=Ri- g ||

! AS, Eng. Trans. Re-edited by Pravin Pralayankar,V. 17, P. 100.

AS, Trans. Hindi 1. V. 25. P. 47.
AS, Trans. Eng., Re-edited by Pravin Pralayankar, I. V.23, P. 121.
AS, Trans. Hindi, III, V. 19

192
193
194
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Meaning

I know not your heart. But love (0), ruthless one! exceedingly heats,

even by day (and) at night the linbs of mine, whose desires are centred in

195

you.
THITOT e AT T TR
‘:"iai."ﬁ REIT ad T:[W St |
TEAqAT AT TAAETTE
AR S=T=edganT |1'°
Meaning

When on seeing charming (objects) and hearing sweet sounds, a
being, although possessed of happiness, become longingly anxious, then,
indeed, he remembers in his heart, without consciousness beforehand,
friendships of other lives, that are permanent through mental

: . 197
impressions.

ThhAT foad foaw we

AHATER O TS ATag=ad |

SIEC R PRI EEIR AT EN G

' AS, Trans. Eng. Re-edited by Pravin Pralayankar, V. 15. P. 288-289.

AS, Trans. Hindi, V, V. 9.P.325.
AS, Trans. Eng. Re-edited by Pravin Pralayankar, V. 12, P. 398.

196
197
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AT ST gE et 11

Meaning

Count one letter at a time of my name here day by day. As soon as
you go to the end, the person, (o) beloved, who will lead you to the

: : 199
entrance of the apartments of my harem, will arrive near you.

FET AHAATEHHIAT Hqqar AT,
UTGTRATATAAT T SO0TEHRT TRART 9TaT: |

o

TEATAREATHA T A TH ST

200

IS FOUTHRY TAAIA HOGIAT T | |

Meaning

The river Malini is to be drawn with pairs of Swans resting on (its)
study banks; (and) on both sides of it (are to be painted) the sacred adjoin
hills of the Himalaya (father of Gauri) with deer recling on them; and
under a tree, possing back-garments suspended from its branches I desire

to represent a doe rubbing (her) left eye on the horn of a black antelope.201

198
199
200

Ibid, Trans. Hindi, VI. V. 12. P.438.
Ibid, Trans.Eng., VI. V. 12, P. 517.
AS, Trans. Hindi, VI, V. 19.

' AS, Trans. Eng. Re-edited by Pravin Pralayankar,VI, V. 17. P. 527.
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TSR TR

[N aN [V
RS LIEISSIFERIPIPASREA] |

(@ o
RN D HAld |

o Q o 202
TSESNT TATEhBTT | |

Meaning

Melodious to the ear and breathing harmony when strings are

pressed by finger-tips and played by nails. This vina can perform charm

the heart of tuskers like the magic art in the chantings of a sage.zo3

[aNE e o (aN

ThAYHISUEH: TASAl: hrada-l: R

o

P ISHATTAATGGAT: IS AT

TSR AN EAH ST ERTTRTSITEHe

o

RO FAVHGAT M Hraq RIAT:

o

aegH |

204
I

Meaning:

Some are delighted with kettle drums, some stand by and roar, some
play in diverse-games, their faces bright like lotus leaves. The Ghosa is
fully awake, humming in great delight, in Vrndavana too, some are

o . 205
singing in equal joy.

202 Complete plays of Bhasa, Pratifijayougandharayana, 11, V. 12, P.58.
203 .
Ibid, P.58.
Bhasa, BC, 111, V.3, P.63.
Ibid

204
205

125



Thod AH HYRLSTUHH Tpesd

o o
AT dod leTdod HATESA |

% a1 RRAqa-egraHgh

TTEaT afg WAt 7= |12

Meaning

Really his sing was impressed, sweet, smooth, clear and feel of
emotion and graceful, and charming or where is the use of many words of

praise uttered by me? Me-thinks it was as if some woman concealed who

207
sang.
- - - N\ [ O\
d T TEEH AR Raesaa=e—yq
TOIATAT FEATTOTG qN TaH 73 |
N N [a NIk o o
EAHTTHT L dlcd T0Mg [gveaiid
. - 208
T ford f Mawsd et soataa |1,
Meaning

To feel the truth, I feel that, although the time of the musical

concert is over, iam as it were still listing as I walk, to the cadence of the

notes of the lute, high pitched when following up with harmonious swell

206 Sﬁdraka, MK, Trans. Eng. M.R. Kale, Motilal Banarsidas, Varanasi, III, V. 4,
P.186.

Ibid, P.105.

Ibid, III, V5, P. 186.

207.
208 .

126



and full of the sounds of the syllables, but low towards the close-and to the
song, sung with due regard to the pitch of sounds, graceful and repeated

twice where the raga required it.?”

3l AEATH Hedrese e 0T aIeaniH =l g |

et T TEERTTEY B A T gEearar a1

Meaning

I can play upon the loud- sounding flute with seven holes and (also)
upon the resounding lute with seven strings. I can sing songs just like an

. — . . . 211
ass what is Tumburu of Narada as compared to me, in singing.

ey R faedy 7 ey $e Tve |

Ao 9 ATSIHTARATATIHITT qaf=d e

212
|

Meaning

Shrilly on the Tala leaves, rumbling on the branches, harshly on

stones and fiercely on the waters, thus do the showers fall, resembling

lutes played upon in musical concerts to the keeping of time? 2

209 .

Ibid, P.107

Ibid, V, V 11, P.312.
Ibid, P. 185.

Ibid, V, V. 52, P. 365
Ibid, P.293

210.
211
212
213
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EREGTRT TR Ao Savst = |

214
|

T AR T Jaq

Meaning

I will exhibit, in the sky, the gods headed by Hari, Hara and
Brahman, the lord of the gods (Indra), and the host of the siddhas,

charanas and the heavenly nymphs, dancing.215

TYT ST TS TSR Ry
TTITaw! [ FRRGTahTag-eaqrd ;|

! f ERTET RAGLTa AT ST AT

o o (o < 216
T A AARTAIOTHI T | |

Meaning

Here in the sky in Brahma, on his lotus, and this is Sankara with the
Hara of the digit of the moon; there is Hari, the destroyer of the demons,
with (distinguished by) his four arms marked with the bow, the sword, the

male and the discus; this is (Indra), the lord of the gods, and also the

214 &

Sriharsha, RL, IV, V. 10, P. 97.
Ibid, P. 167.
Ibid, IV, V. 11, P.98.

215
216
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celestial nymphs dancing with their anklets jingling responsive to the

movements of their feet.>'’

(@ C o
A EHASTALTTAT GRUALATIT TSITHAT

o (@ o0 o *
[T gdHHAHqURTESATIE T o1 |

o o * (@
HIHTOTAHAL o RYUT AAQIRAACTH Adliedl:

218

HATTFTATT Tafaes: # % T4t Fremn ||

Meaning

O, Goddess Gauri, possessed of a yellow hue like that of the dust in

the filament of a full-blown llotus, my desire fructify through your

219
grace.

TR qRaT [y TR 1 AT

AT Fdt 7 T AAT JUT>ah: T=aqH: |

TG TAIAT ST @ & |1 TSR

A dravT Frrg-goriET Tugwe "y | 17

Meaning

217

Ibid, P. 167.

*'® Sriharsha, ND, 1, V. 15, P. 17.

" Tbid

20 Rajasekhara, VSBJ, Trans. Hindi, Chowkhambha, Vidyabhavan, Varanasi, 1V,
V. 8, P. 100.
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When remembering her glance, I cannot see the Moon, who is in the
sky with his wives (stars). The sweet sound of the lute or vina doesnot fall

in to my ears, even enjoying a drink is not possible.

TSI AlS qAAg STHMET: WA
TEIt AfE a1 & A gere: |

ETITSTIEHTOT qTa-TSSITagal

221

LTS T 7AT | |
Meaning

Puffed up with pride by killing a horse, an elephant and a bull, even
if you exhibit divine magic all round, or play your own tricks, or strike
with irresistible divine missiles; you will be bettered by me in the presence

. 222
of these prince.

AR @RI AT HISATERET f a9 |
raaea: fafgay o w2
Meaning

King the sound of the drum makes me impatient in spite of my
efforts to keep calm, as though it is the voice of my own desire that is

treading down the path of fulfilment.”*

221

Bhasa, DV, 1, V. 40, P. 48.
Ibid, P. 49.
Kalidasa, MA, P. 34.

222
223
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Meaning

Srerfet RTEHIT I8+ aTg Adrawar:

e e T I e g9 |

HET: qIOTTHAT TaRa STe aTaTearTe g e

225

Bal AAIQIIT A Fde quTE: 99; ||

Her long eyes; her face lovely like the moon of autumn; the arms

sloping at the shoulders; her compact bosom with the plumps and swelling

breasts; her sides as it polished; her waist measurable by the Palm of the

hand; her hips expansive; her feet with their curved toes; her whole body

thus seems framed to suit the fancy of her teacher of dancing.226

Meaning

o TR Wa g89 MM
3TET ITATSITH A JRGRI [FATT qTHS: |

Y ¥ FeRge: FaHat
T AT IRTEAT @ IO ggemE | 1P

The dear one is far above thee; my heart, despair, Ah, how the cornr

of my left eyes throbs some what! How should he, seen after a long time,

224
225

2% Ibid

Ibid, P.35.
Ibid, II. V.3, P. 38.

*7 Ibid, 11, V. 4, P. 38.
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be approached? My lord, helpless that I am, know me to be filled with

: 228
passion for you.

SATHAAS [aig AT W

TIAATTAI AT WTGGIaH |
JORNTIAG AT TNUT -

TEHT AR SH{E: ||

229

% 1bid

Ibid, I, V. 5, P. 40.

229
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Meaning

‘ Know me to be devoted to you, my lord’, as she accompanied
these words of the song with gesters in which she pointed to the different
parts of her body, she seemed address me under cover of the graceful
plaint, as she could see no other way of showing her love for me owing to

L 230
Dharini’s presence.

([aNEaN

o : : o C
(ATISTHTIATHAT oIdl Bl T Addq |

231
FHESTTUIT I TR THIT TTerdTd A ||

Meaning

Bedewing with honey this Madhavi creeper, and shaking into a

dance the kaumudi creeper and thus uniting sneha and daksinya in itself, it

: 232
appears to me like a lover.

The song sung by Malavika in the beginning of Act II was

considered as prasadiki variety, because it was sung adjusted to madya

tala and was sung to heighten the sentiment of love™.

230

Ibid, P. 41.

Kalidasa, VV, 11, V. 4, P. 94.

Ibid. P. 95.

3 Annals of Bhandarkar Oriental Research Institute, Vol. 45-47, PP. 19-28.
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5.1.4. Aksepiki Dhruva

Aksepiki is used in the speed and slow tempo-

TETAGAT 1 W RIaT gt 9aq |
feroATeaTeRT ardY greT Fekaem: | 17

And-

Taffee] Radm HET Tenfey gar waq |

TTAISTEs<i JaT qreifest qur 1127

Each movable things are described in this dhruva. In adbhuta and
bhayanaka rasa. The situations like anger and fury are the reason for

adbhuta and bhayanaka rasa. In the above situations aksepiki is used.

Examples:

F: TR TPAT M AR giaaraee |

236

ITHATERATAAE {F JUTRaHag | |

Meaning

Who is this that is practising rudeness towards innocent hermit

girls, whilst a descendant of Puru, the chastiser of the ill-behaved, governs

the earth 7%

234

NS, Trans. Mal., V. 45, P. 361.
Ibid,V. 44, P. 361.
AS, Trans. Hindi. I, V. 20, P. 50.

235
236
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TUEREAATE L[ [IealIShaaGaehaly |

238

qATd TROTATSOTIHILT: AAHTHE SATHgHY | |
Meaning
For, the dust, struck up by the hoofs of the horses and having the

colour of the evening twilight descends like a swarm of locusts on the

trees of the hermitage, that have bark garments, wet with water, suspended

. 239
from their branches.

AT FaTHHOT THI |

4fg gaTeTadt aRka: wesioT: | |

BIATYERI TgIT HIHAGAT: |

240

ey geHeT: ffrareETe 1|

Meaning

The evening sacrificial rite being commenced, the shadows (that is,
shadowy figures) of evil spirits, reddish brown as evening clouds (and)
scattered around the altar, which possesses the fire (kindled), are stalking

N : : 241
about, inspiring terror in various ways.

27 AS,Trans. Eng. Re-edited by Pravin Pralayankar, I, V. 24.

Ibid, Trans. Hindi. V. 34, P. 75.

29 AS, Trans. Eng. Re-edited by Pravin Pralayankar, I, V. 31, P. 157.
*1bid, 111, V. 41, P. 230-231.

Ibid, Trans. Eng. Gajendragadkar.

238

241
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WIS RAATY: [Eed diebedr:
FrateAHIaT | gredd faea |

ST T AT TR
It qieTd s diyamEr |12

Meaning

Indifferent to your own happiness, you toil every day for the sake
of the people. Or your life is just of this kind. Indeed, the tree suffers with
its head intense heart, (while) it relieves by (its) shade the fatigue of those

that resort to it.>*

I 2R 9Tesed ST -

WA gad AAEd |
SRR IBHY TP

: . 244
o ard St ||

Meaning

The mansion is lofty and the windows are closed yet musical notes
from the string drops in the year. A woman’s finger tips, could it possess

) ) ) ) 245
the skill to create such resonance in the air outside?

242

AS, Trans. Hindi, V, V. 6., P.316.
AS, Trans. Eng. Re-edited by Pravin Pralayankar, V, V. 7, P. 408.
. Bhasa, AM, 111, V 5, P. 297.
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FAl 7 TeA FHATT &ATT:

C o
Addd ATATAKIRYT Halq |

(e o M
AdisdldlgddHRITTHAI

TeATETHg & fREste |17

Meaning

What could be the source of this piercing noise that seems to be
rending aside our ears sounding like the roar of clouds from above when

pushed up in speed by furious winds?*"

TEId TESTTATCIE
AT A SIS s |
FT FUTOEATT I TSI

. . 248
FebIvieig Faeae ferarta ||

Meaning

Ready for combat, seated on the back of Garuda, with bow and

upraised, the one with four mighty hands. That krsna with the sons of

245

Ibid, III, V. 5, P. 302

Bhasa, Abhisekanataka, I, V. 2, P.172.
Ibid

Bhasa, Urubhariga, 1, V. 60, P. 410.

246
247
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Pandu shall in battle transforms in to a confused painting with arrows

discharged.249

FIAIUIGAH! pATIAIgITs: |

RIS O groTaaas: | 120

Meaning

Now is blowing the south-wind, the loved messenger of the flower-

weaponed god, causing many a mango tree to blossom and slackening the

: : 251
jealous pride of women.

o o o l

(dep i ds{petiRlichh: Chl%\'é,"idlblﬂ\?l"l"iﬁqﬁt

o o

252
T T A SR Jatd are: | |

Meaning

Multitudes of young females that have caused the blossoming of
the Bakula and the ASoka trees and that have been eagerly waiting for the

company of their beloveds is pining, unable to wait.””

$E UUH ATl S g1 BT qGATT |

o o 254
USATGEATd HIHAT TITHR: HHYAT ;| |

249

Ibid

20 Sriharsha, RL, 1, V. 13, P. 122.
»! Ibid, P. 122.

Ibid, V. 14.

Tbid, P. 123.

Tbid, V. 15.

252
253
254
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Meaning

Now the month of Madhu first makes the hearts of persons soft, and

then Kama pierces them with his flower - arrows that have found scopezss.

AT AIGHT BT THAATTATD = |
At &9 s TeEd | 1P

Meaning

Who is this, commited to painting, outshining Lakshmi, by her
grace and declaring her great love for me, that enters my heart, as a female

royal swan enters the Manasa (lake), agitating the lotus in her sportive

movements, and indicating to us the great flapping of her wings?257

[TETATYEYUg AT FETHYSYTH |

([aNE et

258
T AT A g R | |

Meaning

Having formed the unique full moon of her face, the creater muses
have surely become ill-placed on account of the closing-up of the lotus

: : 259
forming his seat.

255

Ibid, P. 123.

Ibid, II, V. 9. P. 64.
Ibid, I1, V. 9, P. 139.
Ibid, 11, V.10.

256
257
258
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3T STIFHSAT TGO HT-
TAeAtT gd: Teafasgar ey faewor |

et foerdtEcstawa: FemvRen forer
ST Facd HedT Tt T2A1E Fa: ||

260

Meaning

Attracted by the prosprity - securing elephant while looking
attentively at the noble steeds; by the strain of music, when standing for a
moment in the conclaves of princess; and with the wealth of the king of
Simhala forgotten all at once, lam made as a rustic by the objects of

curiosity met at the very door™".

o VRS AN A A6l U

T, P G aua R =TI |

A .
SQANAVATAT etV slazs-

o

. 262
SETEHTTa HUATT Had: Red Rigets: 1177,

Meaning

Imparting merer like splendor to this Malaya by the shower of

perfumed yellow powder, and suddenly eclipsing the beauty of the

* Ibid, 11, V.10, P. 139.
% Ibid, TV, V.12.

Ibid, IV, V.12, P. 169.
%92 §riharsha, ND, 11, V.13,

261
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morning and the evening twilight by the shower of saffron, the world of
siddhas proclaims, for the felicity, the hour of your martial bath through
the songs of ladies which are charming by the noise of the jingling anklets

: : 263
on their moving feet™ .

TATGATGATIA AN [T TSIge-A: |
Tt o6 39 =k Aoty feert gt s 11

What! is this really a shower of flowers that is falling from the sky
and attracting the bees withh its sweet smell? And is this, music of drums

in heaven filling the quaters with its peal?

HIATT [THHABLGIITHAY TSR B : |

oV 265
TUTIUSGUHHTHST AR AL HIAHESE: | |

Meaning

Even though the beetle sacrificed enjoying the nectar of
‘Kundalatha’ desires to own her who is having eyes like beautiful flowers
which bloomed in the prospeirty of Kuruvams$a and having branches of

rasala. It respect her, embraces her and kisses her, doubting and fearing

whether it might end up in a break-up.

253 Ibid, PP.64 &65.
%% ND, TV. V.27.
*> Rajasekhara, VSBJ 1, V. 4. P.2.
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TATA GAITRUATIGAGH Ig Giaw a4t -

TG ATBAIGHAGH TTAT: JAUT = |

TR eI I Afg T aq oo Faxt gar

fony forep @i g wigEieEElt @i fir atrera: 110

Meaning

Your face is pale like the bright ripen Talipatra. Tears trickle down
your cheeks, you sigh. The petals of the lotus in your hand falls. It is
certain that a young man resides in your heart. If it is not so, let; the anger
of hodden Parvati falls up on me will you believe like this, to those who
plays in the sand with their girl friends? It is quite rude?

MR TR =T |

267

TR Ggasd Ad ||

Meaning: Seized by DusSasana and her eyes wide-open in confusion,

(she) shines like the digit of the moon caught between the jaws of Rahu®®.

ST (& |

fretfeaqaiaaerreien

266

Ibid, II, V. 14. P. 50.
Bhasa, DV, I, V.7,P. 28.
Ibid, P. 29
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: 269
AR ASITT ArordT AATRT | |

Meaning

Sound of the drum, dear to the peacocks and answered by them with
upstreched neck as they suspect it to be the rumble of clouds, deeply

resonating, and set to the middle note, delights the mind.>”°

5.1.5. Antara Dhruva

This is used in between the other four. Fainting, sadness, wearing
dress, arranging the costumes etc. occur several times during the

performance of play. To overcome these situations, intervals are given-

oot AFsal Tt TEATAYOTHIH

STTE A1 T Wed qr gar| o

When a character is in anger wound he or she relieved from the
stage, the director uses antara dhruva inorder to change the situations in

speed tempo-

[aV

IREHA Y A7 FRABHON

269
270

Kalidasa, MA 1, V.21, P.32.
Ibid, P.33.

*’! NS, Trans.Mal. K.P. Narayanapisharodi, XXXII, V. 321, P. 421.
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272

AT & HET MAATAT T |

Examples

AMNY Y 7 TEH SO T |

273

T IHTERE SElaeatd agaraer ||

Meaning: How could the rise of such a form take place amongst mortal

females? The flash, tremulous with luster, does, not spring from the

surface of the earth.””*

AT §T | WITAATY T8 F<aHoEr I |

275

HGHH TGRT qATGS T T ||

Meaning

Oh Heart! Be full of longing, now the solution of doubts is

accomplished. What you fear to be fire is here a gem capable of being

touched.””

R qiferaa=an fia 7o aq o an

. o C L N o
id I ARSIl A< darErned |

HT I SIISHAT TS THATLIADT G

272

Ibid. V.423

AS, Trans. Hindi, I, V. 28, P. 62.

AS, Trans. Eng. Re-edited by Pravin Pralayankar, I, V. 25, P. 142.
Ibid, Trans. Hindi, I, V. 30, P. 66.

Ibid, Trans. Eng. Re-edited by Pravin Pralayankar), I, V. 27, P. 150

273
274
275
276
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277

E qq el AERTIOTHE B WAl 99ard ||

Meaning

The soft or affectionate way in which she looked even when
directing her eyes else where; and the slow steps she took owing to the

heaviness of her buttocks as through coquetry; also the indignant words
ahs addressed to her friend, when stopped (by her) with ‘Do not go’- all

that indeed, (had) reference to me ! Ah! (Everywhere) a lover sees (her)

OWI’ICSS.278

AT I FpAaaTe H%e -

AT It /Y ATAATENGIH T |

U U BATHT T AGIAH

T S Wb g a9 1T
Meaning

Her faultless form is a flower not (yet) plucked by nails, a jewels

not (yet) perforated, fresh honey whose flavor is (yet) untested, as if the

"7 AS. Trans. Hindi II, V. 2, P. 88.

AS, Trans, English. Re-edited by Pravin Pralayankar, II, V. 2, P. 185.
Ibid, II, V. 11, P. 112.
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fruit of merits not (yet) divided: I know not whom the creator will

approach as the enjoyer here.”®

T T T IATARAT A WE qregat ;|

281

TREMIISIcdd q8 ? ITATS 7 T@gar a4 ||

Meaning

Where are we (and) where a person, brought up with young ones of

the deer, to whom love is unknown? Friend! Let not the word, uttered as

radom in jest, be taken as the truth.”*

UTq 7 9 AT S RS AT
e TTEAvEATY wadt Sad a1 Joetad |

el ot C\{?‘%i"l&lﬂ(l?d{i"ltl T HIYHT:

|283

T AT TP Af[e FIgaraard |

Meaning

She who does not proud to drink water first, when you are not

watered, who though fond of decoration, does not pluck a blossom out of

280

Ibid, 11, V. 10, P. 219.

Ibid, Trans. Hindi I1, V. 19, P. 135.

AS, Eng. Trans. Re-edited by Pravin Pralayankar, II, V. 18, P. 245.
Ibid, Trans. Hindi, IV, V. 11, PP. 278-279.
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affection for you; who holds a festival at the time of the first apperence of

your flowers,- that Sakuntala is here going to her husband’s abode. Let her

permitted (to go) by (you) all.”*

YT oA TS UTAEG A AIH o1
ATAOUHAT JAYOTTAT AT W qdrd a1 |
qIE WT FET0T AR AR BT
AU TETTaS Jaaal aTAT: Hordred: |17

Meaning

Serve (your) elders. Act the part of a dear friend towards (your) co-

wives. Though ill-treated by your husband, do not go against (him) in
anger. Be extremely courteous towards (your) servants. (be) not puffed up
in fortunes. In this way do young women attain the position of house-

wives. The perverse are the banes of (their) family.286

AT ATy fafae SR FAsare-

TS FIATATTHAT FHeqdrasd ar |

o C o

HHATI I EhTd SRY 99T T

284

Ibid, IV, V.9, P. 361.
Ibid, Trans. Hindi, IV, V. 20, P. 297.
AS, Trans. Eng. Re-edited by Pravin Pralayankar, IV, V. 18, P. 378.
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287

AT AT W & e ||

Meaning

Having well thought of us (as) rich in self ‘control, and of your
exalted family, and of the flow: Of affention of hers towards you by no
means brought by relatives, this (girl), should be looked upon by you with
the common respect, further than this depends upon fate. That, indeed,

should not be expressed by the bride’s relatives.”

Thioqd TUHHT FAT <

FRAATHNGST FAORAT |
W AT X @ draraa:

. [N o * o 289
B THGHEHRHA R | |

Meaning

By your good deeds you have obtained a husband worthy of you,

just as originally planned by me for your sake with the Mango-tree has this

287

Ibid, Trans. Hindi, IV, V. 19, PP. 294-295.
Ibid, IV, V. 17, P. 375.
AS, Trans. Hindi, IV, V. 15, P. 284.
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Navamalika been united. Now iam free from anxiety about it as well as

about you.290

* AS, Trans. Eng. Re-edited by Pravin Pralayankar), IV, V. 13, P. 367.
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o o
aﬁﬂﬂﬂmm I+ oA |

. . 291
FHATATTHTATTIAT R Tt famt ey ||

Meaning

Longing after fresh honly, having in that way kissed the Mango

blossom, how have you, (0), Bee, forgotten her (now) contented with mere

) ) 292
residence in the lotus?

SHOTA T TTIgEa AT s a T

Hgead [T an aRerEEE: |

Hl‘l*(‘l{ﬂlf?i‘l"i"ilq A HU ST A=

Hfest: goyar: fepet gt |17

Meaning

Unthought cleverness of women is seen (even) among females other
than Human! What then (of) those who are possed of reason? Indeed, the
female cuckoos get their young ones reaved by other birds, before they

(are able to ) fly in the sky.294

291

Ibid, Trans. Hindi, V. V8§, P. 320.

Ibid, Trans. Eng. P. 375.

AS, Trans. Hindi, V, V. 23, P. 361.

AS, Trans. Eng. Re-edited by Pravin Pralayankar, V, V. 22, P. 439.
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SUASATHAT: TGS I gaa |

295
FTARIROT @ | IR Fasitdr Hrer ||

Meaning

While with my heart wholly absorbed in her, I was experiencing the
pleasure of (her) sight, as thought she were present before my eyes, you
have, by reviving (my) recollection, again transformed my beloved in to a

: 296
picture.

(at C

N o o =\
%5 HHYL TAAQld I adaVlispdl: Hdatl:

[~

frafaeqaeammiawd: % d a1 #7&r |

N o C *
% AT aaaa e HATA TS

" FeTheiigied e a1 9 |12

Meaning

Is it the roar of clouds or mountains smashed by thunder bolts? Or

earth being split by mightly quakes of terrific din? Could it else be the

295

Ibid, VI, V. 23, P. 462
*® Ibid, VI, V. 21, P. 535.
7. Bhasa, ﬁmbhaziga, I, V. 15, P. 380.
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mightly waves of the roaring ocean, shaken by furious winds, lashing the

_ 298
caves of Mandara?

glogrime | ®Y T g
WAL STae 9 g |

oo ¢

Ir\CJSJIJIUI{\TIIICICbIUMUSI

299
TR arRIogaa e | |

Meaning

O thou whose notes are delightful to the ears? Having once reposed
on the pair of breasts and the lap of my queen, how didst thou manage to
endure the dreadful life in the forest with thy body covered with the dirt of
flocks of birds?™”

o
|

o
AR A~ HI ] [&dllA

o

SEeT wf o g uiefaan=

TR BREr = FiFar 11

298.

Ibid.

g VD, Trans. Eng., Ramachandra Aiyer, R.S. Vadyar & Sons, Palakkad, VI, V. 1,
P. 122.

*% Tbid, P. 123.

! Ibid, V. 2, P.122
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Meaning

Her carrying of thee on her lap and hugging thy sides, her pleasant
embraces between the breasts in movements of fatigue, her lamentation
about me in separation, she lamented on my account and how, in the

intervals of music, she used to talk and smile svveetly.302

TFeRU: HTAT | FOTAT qrasired: |
qf g 3t 7 aeafy T@n wivadr e |12

Meaning

My passion which was lying dormant for a long time has been

kindled by this lute; but I do not see that queen to whom Ghosavati was

dear”™.
3T MATFHHS RAAATHIS ¥
UM 0T YeheeaTefaadm: |
e T g FEaRITHHeRad
[ 305
AU IHTHATATE AYAT: | |
> Tbid, P. 123.

303.

Ibid, VI. V.13, P. 124.
% Tbid, P. 125.
% §riharsha, ND, IIL, V. 8, P. 83.
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Meaning

These bees, making the regions of the bower resound by their
musical humming, conspicuously besmeared with scented powder of the
pollen flowers, and drinking honey to their hearts content in the company

of their mates, enjoy a drinking party here on all sides™™,

HHLRUTGH gararge<a: |

d 307
FUAITGITAT: TS JhiaeA ||

Meaning

Possed of truth, righteousness and disgust (pity), with his intellect

shrouded (lost) as a result of (declaration) gambling, subdues the fury of

vrikodara with (significant) side glances308.

o
{INI@MI?H: LLIRATARI -

O Al RYATSH ad |

o (aN L
SCHIQIA A HAa .

309
9 FATHEIT MoSasar |17

306

Ibid

Bhasa, DV, 1, V. 8, P. 30.
Ibid, P.31

Ibid, I, V.9, P.30.

307
308
309

154



Meaning

With his eyes red in anger and lower lips shivering, considering that

great circle of kings as (in significant) straw, slowly draws the string of

Gandharva, intent, as it were, to annihilate all the kings310.

W ([aNEaN

‘fdbl(l-'\{cbiﬁl'ﬂl ﬂ"il"ll@l?l%(ﬂl

THITHSRE gl |

o . .
[TTHRMGD] AT AT ﬁ'

311
TG AT sty |1,

Meaning

With their robes tied up, taking the shield and sword in hand, with
their faces rendered red in anger, biting their lower lips and unmindful of
death, (they) suddenly march with a display of valour against my brother,

like two young deer (marching) against a lion®"?,

[ N aN

¥ FFIRaHaead I g% Haw

Pl WTHTICIHGST TEAHh Tgata |

TSR AAGTH PIceH ATadTs A

. 1
e Ruaafaadd segsaEar 1177

310

Ibid, P. 31.

Ibid, V.10, P.30

Ibid,V. P.31

Y Kalidasa, MA, 11, V. 6, P.41.
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Meaning

The left hand with its bracelet resting on the wrist placed upon her
hip, and the right hand hanging loosely down like a branch of the syama
creeper; the eyes east on the pavement where the flowers are pressed by
the toes of her feet-this her posture, with the upper part of the body

stretched upright, is far more attractive then her dancing posturem.

(e W aN

Sgh: Tdldlgddd: (;L(I\‘CJCI: H"*J‘Il?j':

=N

QST AIHPaEHa WY |

IR B G AR R DR IFE TG I B D

315
fa TSamgnTeeer: ¥ ua ||

AT WA TS
Meaning

The meaning was well suggested by her limbs that were eloquently
expressive; the movement of the feet was in perfect time, ans she was the
acting was delicate-of which the instrument of expression was the branch-
like hand; and while in the successive exhibition of its various shades one
fleeting emotion seemed to drive away another from the field, yet the main

sentiment remained the same throughoutm.

314

Ibid, P. 42.
Ibid, IlI, V.8 P.42.
316 Ibid, P.42.

315

156



. [aN N
FHGHATAS TpRATIREH

o o C
RIRLAHAATHAD QIR | |

(aN o

eldHR Il (}IW"MI (el

317

TR et forer ||

Meaning

As 1n anger she turned her face away from the picture. So that the
tilaka mark on the forehead was blurred, by the knitting of the brows and
the lower lip was made to quiver, she seemed to exhibit the graceful
expression thought her by her teacher as being appropriate in the fits of

anger caused by the faults of a lover ™.

FAN HAAIAIA TFATIqIEaT [FHIAT |

319

7 T FHTEIHSTIHTEROT ;| |

Meaning

Oh lotus eyed one, why should you be angry thus at an action
represented in the picture? Do I not here stand in my own person, a slave

devoted to you alone?’>

7 Kalidasa, MA TV, V.9, P.112.
18 1bid

Ibid, IV, V. 10, P.112.

Tibid, P. 112.
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5.2. Varieties of Dhruva Giti-s

There are six varieties of Dhruva-s are enumerated as follows-

1. Sirsakﬁ

2. Uddhata

3. Anubaddha

4, Vilambita (drutavilambita)
5. Addita

6. Avakrsta

TS TigdT 99 TS [garadr |

321
NMEEAT ATTHET T TSUBRT gar 7ar | |

5.2.1. Sirsaka

It is important as head-

R afs s ofider 1

5.2.2. Uddhata

It is sung on the occasions of heroic and furious sentiments. So the

wise call it as uddhata because of the hasty action-

321

NS, Trans. Eng. N.P. Unni, XXXII, V. 342, P. 977.
Ibid, V. 343, P. 977.
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IEAEAT TSI qEATq 7T ar g« ||

5.2.3. Anubaddha

The dhruva following pause, tempo, vadyagati, syllable, vowel,

alphabet is called anubhaddha.

A TG AT 98 oI @GR |

324

IATATIT TATHIIHT e A1 ||

5.2.4. Vilambita

This dhruva different from the oabove mentioned three. It is
employed when a dramatic representation needs either slow quick or slow

tempo. The vilambita is also called druta vilambita -

e ARATSART AT H AT |

o 0N

NTIARTAHSART HAG ATt rerdl

325
I

5.2.5. Addhita

It includes full of qualities and contains the sentiment of erotic is

addhita-

323

Ibid, V. 343, P. 977.
Ibid, V. 342-343, P. 977.
Ibid, V. 346, P. 978.
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NSSAT TEHTION FSTRIHTFAAT |

326
THG W JHaT 9 qefediggar @ar ||

5.2.6. Avakrsta

It means pulling down. In it the sentiment of pathetic 1is

predominantly used-

AIATEY FET T Feaqy Mad |

A Cbl(’é“*al{{.{irbl IdPT Hddd:

327
|

The dhruva should be employed with the different sentiments and it

makes brightness to the performance like the stars illuminate the sky-

TUREHAT I LaT: THLOTHT : |

: 328
FEATONE TN AreaHaaar- ar ||

Dhruva Situations/characters Music

Sirsaka Male characters - Kings | Pravesiki
& Gods

Uddhata Entrance of male Pravesiki
character

Uddhata Gods and Kings

Anubanddha Antara dhrua as Pravesi
anubanddha

326 Ibid, V. 347, P. 978.
327 1Ibid , V. 348, P. 978.
328 Ibid, V. 442, P. 994.
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Dhruva

Situations/characters

Music

Anubanddha

Death of a lower
character

Pravesiki

Vilambita

Druta dhruva & The
entrance of a middle or
lower character

Pravesiki

Addhita

Entrance of women
character

&

Entrance of a queen,
courtesan

Vilambita as avakrsta

Pravesiki

Avakrsta

Ksatriya and vaiSya
women

Pravesiki

Prasadiki dhruva, khafijaka and narkuta employed because of hasya
and §rn gara rasa. The entrance of middle or lower type characters,
Khafijaka and narkuta meters are to be used. Addhita are not to be

enjoined for the lower characters. Three emotions are predominantly

prescribed for lower characters- hasya, karuna and bhayanaka rasa-s.

5.3. The Languages Used for Dhruva Giti-s

The dhruva-s were written in Prakrt.

composed in Sauraséni Prakrt. And some dhruva-s are found in Sanskrit

also™”. For narkuta the language is Magadhi.The celestial character uses

329
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They were generally

Dr. V. Raghavan opinion that dhruva-s are always in Prakrt language.




the Sanskrit language with high grammatical usages. Human beings can

use the language half Sanskrit mixed with Prakrt-

AT q QMREAT T8 et SuaisEd |

. . . . 330
AT TN Bad Agpe 9o ||

feeaT=IT S T FHATOR (e |
ITefEpdAd AT v |1

5.4. Different Metres for Dhruva Songs

Different types of meters are not used for dhruva-s. The metres that
have quality and blessedness are only applied. The following metres are

considered as good-

1. Mala

2. Vaktram
3. Putam
4. Visloka
5. Culika
6. Udgata

7. Aparavaktram

' In Malayalam translation of NS, the language partially Sanskrit and Malayalam

like Manipravala.
NS, Trans. Eng. N.P. Unni, XXXI, V. 396-397, P. 986.
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Various kinds of celestial beings are mostly used Sanskrit song with

anustup metre. But it is omitted in antara dhruva. In relation with celestial,

songs should be use in the following jati-s-

1. Gandhara

2. Madghyama

3. Pancama
Entrance of
Metres Dhruvas
characters
Vaktram, Gods Pravésiki
aparavaktram, mala, -
1 Prasadiki,Naiskramiki
putam,culika, udgata :
anustup Gods Aksepiki
anustup Different Pravesiki, Aksepiki *>
celestials Prasadiki, Naiskramiki
Usnik, anustup, Different Prasadiki
bruhati, pankti, celestials

NS enumerates many situations, tempos, meters and syllables to

evoke a particular rasa in which a dhruva song employed. The content,

language, melody and rhythm of dhruva were naturally worked out. The

332
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In Aksepiki dhruva, anustup metre subjected song should be depicted in
rememberence and sorrow.




application of a dhruva song- an aksepiki dhruva, in a play to suit the

occasion, usage, tempo, note and rasa is given below-

Dhruva
Rasa
Song

Tempo Note Occasion

Aksepiki | Pathetic

Do Do

Slow Gandhara/Nisada | To indicate capture, fall,
attack, illness, swoon, on
seeing someone killed, etc.

To show impatience,

Fast | Gandhara/Nisada | dissimilation,
weariness,anxiety,lamentation
depression, despair, calamity
etc.

5.5. Natures and Elements in Dhruva Songs

The music accompanying with the instrument of Vina also

enhanced the suggestive elements in dhruva songs. The characters are

generally symbolized by comparable objects in the poetry of dhruva-s-

Nature Characters

Superior Elephant and swan etc.

Demon Clouds, mountains, seas

Middle Cranes, peacocks, geese, lakes with lotus flowers
Gods and king Moon, fire, sun and wind

Inferior Cuckoo, bees, crow, osprey, owl, pigeon and kadamba
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5.6. Music in Different Junctures

The music employed in different junctures333 as shown in the table-

Junctures(Sandhi-s) Music or grama-s (group of svara-s)
Mukha Madhyama grama

Pratimukha Sadjam grama

Garbham Grama in svarasadharana or jati sadharana
VimarSam Pancama

Nirvahanam Raga importance to kaiSiki-svara

The movements suggesting different activities were also conveyed
through appropriately composed dhruva-s. Chariots, horses, arrows,
heavenly cars, swings, birds and animals were suggested by dhruvas.
They are composed with words and syllables chosen with a view to
emphasis their movements and other qualities. The musical instruments
had to be harmonious the drum accompaniment to join only after the
meaning of the song was conveyed to the spectators. Above all, dhruva-s
are an additional means to bring out and suggest the inner meaning of the

play. They formed an integral score which highlighted different states and

333

NS, Trans. Mal., V. 432, P. 443.
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situation of the dramatic personae. Only through musical accompaniment

dramatic performance can achieve the ultimate perfection.

The following are the details of inforamtion on the songs in
Kaldasas VV Act. IV. This information is seen in the sanskrit

commentary called Vikramorva§iyaprakasika by Ranganatha.

SI. §!0kﬁs Songs
No.
| TaST AT, FSTEdr STHT THeTITd | [ExIEEal

FIHL I aar e avate@gt | (2.9.)

ESATTEATETG: T TEY gauet: | [EXIcEa)
2

ST AT T &9gar |1 (8.5)

AT AT (e & & | ERIESd
3

AT ATATSTIATHAT SRR THTT 1| (8.0)

el faepml eeneHasT: | RIS
4

ATISTATHAA T HRA FAT FAHA: || (2.95)

HeIgHEIe WAy Reawes | STFATCTaRT
5

NTRATESATS AT BT || (8.3)

g FEaiigeidTear | TIUSTT
6

frepIa AR el &6 I || (8.%)
7 | TR HET BIUHE: T
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SRR AR G UTHSIHI: |
T 31E gt yH=ate Ut gfgrs

o o o
del TTHRE dJadEzH | (8.¢)

o [aV
A llearAd eIl -

aﬁnﬁ:mﬁ?ﬁ‘:l

o o
AxdddaiGlecidHentdiaen:

¢

FATAT AT TITBRH AT Heaas: || (2.9)

gfeoT RiHenged smaga 79 a9

AR FHAT AT @1 T d1 AF Hrr |

T FEHAGAUT TS EH:

AT T AT a9 ®49T 1 (8.9%)

10

T FEIAATI BTt AaAa @ess 9H = |
I T TIaAT 91 79 g1 aEe AW WY || (8.99)

11

HHEIT RITFTHAGTIATES J7 9 =7 Jaaaar ||
(8.3%)

12

TRIEAATGEHHAIIT T AT 719 |

LAY TShS=it =T 7 =7 @4 |1 (8.39)

13

IE, AT gTIMH AL T

ATATIEROT TS |

A ST TITeR BT~ -

ST o @SS A= 1 (8.37)

14

C o ¢ o (eI aN

THCHRTATAATTHITAA ST HYATR AT |
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FFARALRIGIITAATEY U 7/ UIadt AERR |1 (8.38)

graRfedt firs gRaat foavera: i |

15
RIRS® A FATSSI TSIl &t 11 (8.30)
TGN ILaRoT:

16
AT AT Mo’ [aRATAE=: | (2.92)
TR A TA AT 1S |

17
TR ARGITAE: IRTATA 9T Mot || (8.93)
FROT TorggaTa: |

18 HAA TRIGAAIR: || (8.:3)

" TASRERE TN AR G a-Tes ffaaet: |

o ~

IRAYTT 993d oA fasrEed: Hier: |11 (8.33)

5.7. The Different Occasions

The different occasions for the employment of dhruva-s as follows-

TEIIINT GHid THATG o |
9t AT J AT TSTT gar g | |

334

In relation to the performance, God and men character have

discrimination-

334

Ibid, V. 358, P. 980.
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THEIEA  TRRGEHIH |

yeteRa fagen feemmaasm: 117

The ideas that are not conveyed through dialogues are expressed by
songs. In praveSiki and naiskramiki dhruva-s, songs are employed in
terms of the standard of comparison and having the movement of
connotation. The above mentioned dhruva-s is different in the following

five causes. They are-

1. Jati

2. Sthana

3. Prakarana
4. Pramana
5. Nama.

There are several rules in relation to the presentation of dhruva-s-

1. In morning- Sukumara or gentle style

2. In Noon- Deepti

3. After-Noon- Medium dhruva

335

Ibid, V. 349, P. 980.
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4. Evening or Dusk- Sorrowful dhruva

Moreover, another peculiarity is that, among gita, vadya, nrita a

proper order should be maintained-

6

: . . . 33
qd M JaraTE adt J9 g

One can use the dhruva-s in accordance to the emotions-

337

T YIS T HATHEaged=q |

336 Ibid, V. 391, p. 985.
337 NS, Trans. Eng. N.P. Unni, XXXII, P. 975.
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CHAPTER SIX

RECURRING PATTERNS OF MUSIC
EMPLOYED IN SANSKRIT DRAMAS

The Uparupaka or minor dramas which emphasis on dance, songs
etc. Rasa and its experience, bhava and the system of their representation,
sattva and its unfolding, abhinaya and Dharmi-s, Vrttis and Pravrtti or the
styles and regional modes of production, Vastu or the structure of play
construction and Néta or character classification, siddhi or the balance
between the spectacle and the performer, Ranga or play houses, music and
dance, they all are considered as integral parts of dramatic performance338.
Natya is an amalgamation of stylized speech and movement, music and
dance, bhava-s and rasa-s and the colour and the costumes presented in a
balanced manner.The Sanskrit drama belongs to a group of Indian fine arts
by the combination of the plot or vastu, hero or neta and rasa or joy. This
gave rise to a number of major and minor plays called namely rupaka-s

and uparupaka-s.

338 Tarla Mehta, The Sanskrit Play Production In Ancient India, Vol.V, Introduction
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6.1. Occasions of Performance

Dramas should be performed on some happiest occasions- the
celebrations of a victory of a King, his royal consecration, domestic
celebrations such as birth of a son, marriage etc were the occasions then a
play would be performed. There were no special theatres in the Indian
middle \ages, though the play seems to have been performed in the
concert- room (sangita-§ala) of royal palaces. A curtain divided in the

middle was a necessary part of the stage arrangement. Later the natya
should be enacted in special palace pavilions . It was called natyasalas,
natakasalas, rangaS$alas or preksagrha-s. The play houses were constructed
in the front portions of palaces or in the centre of the city or on a kings

highway.

6.2. The Preliminaries: Puirvaranga in Drama

Music was considered as an important feature in the pre-
performance preliminaries like the Prayer §loka and prologue. The
preliminaries were essential preamble to a play to please the gods and also
of removing the obstacles for the successful completions of the play

performance. The entire troupe is participated in the nineteen auspicious
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rites. During the ceremonies with musical instruments the main performers
were the musicians, four or five members of the troupe like sutradhara, his
assistants, the actress and the jester. Purvaranga was not a part of the

written play-text but as Bharata says ‘it was so called because it was

performed before the beginning (purvam) in the stage (rangam) before the

9y

play performance33 The rituals were performed with full employment

of sangita namely the gandharva music songs, pure dance (nrtta) and
Abhinaya. The music and dance attracted the spectators and made them
curious to witness the performance. As Abhinavagupta says- Bharatamuni
conceived of these items with music to lift the spectators above mundane
feelings and emotions. At the sametime, while the sutradhara and others
entertained the audience with music, dance and repartee, the main actors

get ready for the dramatic performance340—

TG AN IEHT TS |

. c o o 341
AEHIST QRS T[99l TosTH<AT: | |

NS, V, V..
340 NS, Trans. Hindi. Madhusudani, I, P..503.

4 NS, Trans. Mal., V, V. 7.
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All the pre-show items of work are collectively called purva-ranga-

prasadhana or purvaranga.

6.2.1. Kinds of Purvarangas

There are three kinds of purvaranga-s-

1. Pure variety conducted in caturasra t51a342 or suddha piurvaranga.
2. Pure variety conducted with trayasra t51a343
3. Mixed variety- Citra purvaranga, which had items like pure dance

(nrtta) by female dancers, who appeared with ‘resounding sounds of

drama’. In these divisions, the five types of dhruva giti-s are
included-

g qen e e ¥ JERe |

T AT AT Tod qUT AT deearer: | 17

- Caturasratala. It had eight matra. For more details refer Sanskrit Play Production
in Ancient India, P. 552 and also refer NS, V, V. 89.

Ibid.

NS, V, Trans. Hindi, Madhusudani, V. 183, P. 579.
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6.2.2. Stage of Suddha Purvaranga

There are nine stages of suddha purvaranga. These nine rites were

to be performed behind the yavanika. The procedure of the first nine rites

basically dealt with:-

1. The occupation of special seats by the orchestra.

2. Tuning of the musical instruments.

3. The beginning (arambha) with a variety of nirgita or bahirgita.

The first nine items of the preliminaries belonged to the
instrumental music predominantly, that of the vina. The vina music was
differentiated on the basis of dhatu, the stroke by a finger to short or long
letters. Dramatic songs- Dhruva-s when sung, were dominated by the
patterns of laghu-guru syllables in each of the line (pada) with fixed tala
patterns. They were called nirgitag'45 or nirarthaka gita (meaningless

syllables) because of the predominant of instrumental music.

6.3. Nandi-Definition and Meaning

According to Bharata, nandi is defined as the utterence of

benediction, invoking grace of a Deity, a Brahmana or a King for the

* Ibid, ferffe e s auigisE V, V. 43, P. 187.
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welfare of the audience and the actors™*. Tt is recited before the audience
by the sutradhara in the fourth notes of the gamut for averting any evil that

may impediment for the success of his performance-

TSI FIATT TERT ATEH |

TATTELT BT AT ferenaer= |17,

The word Nandi is derived from the root ‘nand’ to rejoice and the

purpose of its recitation is to rejoice the audience. It is belived by the
Hindu theologists that there is a good deal of influence of the moon is
considered a special merit in a Nandi verse. A mention of other
auspicious works like- a conch, lotus, ruddy goose, lily etc are

recommended.-

AU AR TS B BhIa T |

TSR GG RaeTval o8ed | | 9

6.3.1. Nandi-Consideration of Feet

A nandi verse has gradually eight to twelve lines. According to

Bharata, the Nandi should consist of eight or twelve feet. The MM

NSV, V.24,

BP, P.197.
SD, VI, V.25, P. 395.
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considers a nandi to be good, it has eight, ten twelve, eighteen or twenty-
two feet. Saradﬁtanaya agrees with the view of others that Nandi of four

feet-

waATRT gy e wwaer faar PP

Singa bhiipala believes that the Nandi may have eight, ten or twelve

feet>".

It was recited in the madhyama svara by the sutradhara, with the
two assistants loudly and distinctly saying ‘evamastu’ means ‘may it be
so’. The nandi prayer, praised the Gods, the King or the Patron and

Brahmins. It recited in a medium note (Madhya svarasaptaka) by the
sutradhara, who delineated each of its pada-s through abhinaya. At times,
even the basic words and its suffixes (Prakrti and pratyaya) were so
expressed. In SR, the commentary of kallinatha, describes the

padarthabhinaya of the nandi of Kalidasa’s Vikramorvasiya.

6.3.2. Nandi-its Classification

Nandi is said to be divided into two-

' BP V. 14.P. 197.

" For more details Ref. Singabhupala’s Rasarnavasudhakara, I11.
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1. Simple or suddha
2. Suggestive or patravali

Simple Contains benediction and Suggestive contains the insertion
of the germ relating to the plot of the play which is made by means of
words capable of duplicate rendering through the figure of speech. The
selection of a proper metrical foot for opening the Nandi is equally

351

advised™ . It is believed that all the epithets of Gods and Goddesses are

auspicious both metrically and orthographically-

AT 9T 92T A9 =T e

352

JER  Aawwd Torar ferayf arl

Thus the Sanskrit drama opens with an auspicious song recited by
the sutradhara who invokes the blessings for the successful enactment of

the play and for the welfare of the audience.

6.4. The Prologue

It is also called Prastavana, Sthapana or amukha. The rituals after

the nandi prayer gradually came to be considered as the parts of the

*! The Vrttaratnakara points out that a Magana (mollosus) brings in splendor;

nagana gives life; ragana brings destruction etc. For details refer The Laws and
Practice of Sanskrit Drama, Vol. 1, P.34.
Ibid., P. 35.
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prologues of the play-text. It is believed that with the commencement of
the prologue, the actor who preformed the preliminary rites should
gradually vacate the stage. Most of the prologue had a song of the gana
variety, which was sung to please the audience. It was usually sung by the
actress (nati) with the Sitradhara occasionally. It was often delineated
with the abhinaya and dance. The theme of the song generally described
the season, the timing and the mood of the play. The production began
with the atmosphere of music. The gandharva music predominates in the
preliminaries. The gana variety is employed in the introduction of the
play. The prologues in Sanskrit plays served the purpose of programme
notes of modern theatre. They praised the connoisseurs in the assembly
introduced by the author, the play and the drama troupe. The germ idea of
the play was suggestively presented with a pleasing song, dance and witty
conversation.When the fourth actor (caturthakara) enters with flowers and
worship to the jarjara, a musical instruments, no song was sung except a
drum, with the meaningless syllables. The ending of the play was
announced by the singing of the benedictory verse and ritual beating of
drums - special songs and dance situations were introduced in the play to

enhance ‘the strength and ripeness of the meaning of the words by
expressing things which cannot be expressed in speech’.
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6.5. Jati-s

Systematic grouping of the notes like sound from the chest, kantha
and Sira-s were formed ancient Indian jati—s353. These Jati-s were the
incipient, melodic music about which there is very little knowledge. Most

of the songs in dramas had four lines called catuspadi. In Bhasa’s plays,
songs were composed by the playwrights themselves. Mostly they were
sung and not recited. The song was sung first then the instrumental music
followed. Bharata says: Just as a ‘well built dwelling house does not
become beautiful without any colour, without any song with dance, the
drama does not attain the capacity of giving joy’s54 and ‘the song and the

playing of musical Instruments when well executed, the performance of

9355

the drama would not encounter any risks. He also instructs that the

song should be taken up first, then the instrumental music and the dance
will be taken up because only a combination of song and instrumental
music with dance is called a performance or pray6ga356. Sanskrit play

texts have songs and dance- either pure dance or nrtta and expressive

33 Song in Sanskrit plays were based on jati music with appropriate metres, tempo,

tala and words.
NS, Trans. Eng. M.M.Ghosh. XXXII, V. 482.
Ibid, V. 493.

Ibid, V.435.
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dance (nrtya)-situations. These songs are either sung by a character on the

stage or in the background.

6.6. Dance in Drama

The whole range of Sanskrit drama could be analyzed from the
point of view of mime or abhinaya and dance proper (nrtta and nrtya) .
The dances of the women-some solo, other duet, and others in groups.

The choreographic patterns of the group dance of the women are called by

pindibandha™’ -

gt faeisda IR IEeitadar: |
foust sjatferept =g eamaee o daes: |17

The whole game of a ball is a clever device for introducing a dance
sequence in to the play. The feminine portions of contemporary Kathakali
and Mohiniyattam etc in Kerala and many other dance styles in India
today have individual members which revolve around. The movements of

the body, with a stylized vocabulary, are integral to the dramatic spectacle.

7 Group dance of women. literary, the formation of a lump or mass.

% NS Trans. Hindi Madhusudani, IV, V. 292, P. 462.
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6.7. The Important Factor in a Drama

The most charming background in a dramatic show is afforded by
songs or music. In the first place, Nandi is to be sung, then singing of a
seasonal song is essentially directed by Bharata to create the melodious
atmosphere round the auditorium. Above all dance, gaits and music are
the three charming factors which promote a large extent, the elements of

wonder 1n a dramatic execution.

6.8 Dance or Nrtta- its Definition

Nrtta means dance which is the movement of limbs™” in a

suggestive manner-
T AATITSEH
According to Dhanafijaya nrtta means-

stargiat A 3=

It is a kind of physical presentation or angika abhinaya in the driya-
kavyas. According to Bharata, dance is an expression of mirth, and it is

auspicious in itself. It should be indulged in on scene of jubilant occasions

359

NS, VI, V. 472.

* DR, Hindi. Trans. I, P. 10.
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of prosperity, as of marriage, birth of a child, invitiation of guests, great

) . . 361
achievement, and also devotional functions™ -

UTIUT FEAIR T THTa: |

O CC

AT Fedl o FaAHTABITIAA | |

o o
(ddlaAddldIigAAlqR{edlIeY |

o

o hd (e
[IAIGHIOT AT TAHTIATH | |

<
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6.8.1 Two kinds of Dance

1. One of them is propagated by lord Siva, who is noted for his
boisterous dance attended with tumultuous songs and loud

cachinnations. It is called Tandava.

2. The other is evolved by goddesses Parvati and it is a delicate, gentle
dance attended with sweet music’". It is lasya. Lasya is the most
useful, and it is recommended for being probably introduced in

various shows.

6.9. Other Dance Forms

There are three forms of dances are seen in early days. They are

appearing to be:-

361

Ibid, Trans. Hindi. Madhusudanasastri, IV. 269-270, P. 429-430.

36

3 . o
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1. Hallisaka
2. Rasa
3. Rasaka

According to Darius L Swann a performance is divided into two

parts-

1. Nityaras- it consists almost entirely of song and dance. It is also
represents the love making of the God Krsna and his consort

Radha, in the eternal divine realm. The order of Nityaras is fixed.

2. The Lila- It represents in song, dance and dialogues an event from
the life of Krsna, the Avatar during his sojourn in the region of

Braj.

6.9.1. Hallisaka

Abhinavagupta in his commentary in NS, says - Hallisaka is that
which is rich in dance (nrtya) performed in circle-in it there should be one

hero, in the manner of Lord Hari Krsna among the Gopis. Many raga-s

2364

and tala-s and many kinds of laya enter in to it. Sixty four couple;

sixty four pairs of males and females are in the HalliSaka dance. Bhoja

*** Rachel &Brandon, Sanskrit Drama in Performance Vol. II, The paper presentation

of darius .L.Swann, Resources of performance, P.268
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gives the same description in ffﬁgéf&pf&ké@. In Natyadarpana, it is said

35 The dance

that in HalliSaka 12 or 16 females dance with hands joined
was circular, usually with a large numbers of female dancers (nayikas)
with one male dancer at the centre the female dancer formed closed circle
by joining hands. Harivamsapurana suggests that HalliSaka was an early

form of Rasa-lila. Kamasiitra of Vatsyayana refers both of Hallisaka and

Rasa-lila.
6.9.2. Rasa-lila

This is one of surviving traditional theatre forms clearly related to
the types of drama listed in treatise. Modern Rasa-lila is form of theater
based on the krsna legend in which song and dance predominates. All the
male actors and dancers are supported by an orchestra chorus, share the
singing and provides accompaniment for the dance. The orchestra usually
uses a harmonium, cymbals and drums. (tabala, mrtanga or pakhavaj). On
the basis of available evidence it seems probable that the term rasa-lila
derived from rasa. The rasa is circular dance in which the erotic sentiment
(Srngara rasa) is dominant. This conclusion is supported by Puranic

descriptions of the ras dance. The excitants and stimulants to the erotic

365 .

Ibid.
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sentiment are prominent such as the fragrance of flowers, a beautiful moon

lit night, physical fondling, embracing etc.

6.9.1.2.0ccasions of Performance of Rasa-lila

The Rasa-lila performed in an atmosphere with religious devotion
upon which it contributes. It is associated especially with the Braj region,
the place of Krsna’s birth, childhood and youth. The rasa-lila is
performed to make real and present to the spectator the divine love of
Radha and Krsna. The spectator celebrants are intimate community of
faith. Its most important factor is the highly charged poetry, vivid with the
imagery and symbolism of krsna myth, fine singing and lovely rhythmic
dancing.The spectators attitude of reverence create an atmosphere and the

people respond fervently to the stout: ‘victory to Bihari’, ‘Lal of

Vrndaban’ etc. The audience sang in response to the sadhu’s clapping and
singing. And as the clapping got faster and faster, the drum rhythms more
and more resolute the emotions of the audience approach its estasy. They
close their eyes, their hands clapping rhythmically, bodies swaying as one.
They seemed unconscious of their surroundings. Rasa -lila, constructed on
the central asthetic concept of Hindu dramaturgy namely Rasa-lila. The

dance probably originated as folk expressions connected with seasonal
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festivals. It was tailored to a religious use in the 16" century by great

devotional (bhakti) saints in North India.
6.9.1.3. Early Development of Rasa-lila

Early rasa-lila developed in three forms. They are-
1. Nrtya (dance-uparupaka)
2. Song (geyarasaka)
3. Natyarasaka

The Rasalila song books show that the geyarasaka were popular all
over India, but not performed on stage. According to Ram Narayan

Agrawal, ‘where as on the one hand these rag songs were the media for

the presentation of important religious sentiments and ethical teaching, on
the other hand their sweet verses were also the subject of singing in

. 366
seasonal festivals’.

The popularity of this style of singing brought about the
development of a new performance, combining music or sangita and

recital (katha). This is known as ras katha. Today some performers

360 Ramnarayan Agrawal, Braj ka Ras Rangamanch, National Publication House
(Unpublished manuscript), P.51.

187



(Rasdhari) sing the ras-lila in the manner of katha or without performing

367
troupe™ .

Rasa-lila stands as a representation of minor types. It is legimate
and important part of ancient Indian theatre tradition. It shares with the
Sanskrit drama in the sense of dramatic art. It depends upon the goodwill

and the protection of god.
6.9.1.3.1. Natya rasaka

The Natyarasaka, as a dance performed in various patterns and
group movement by female dancers in the spring season. In this one pair
of the dancers enters, scatters flowers, dancers and goes. The singing and
instrumentation are accompanied by striking together of sticks and recital

of rhythmic syllables368.

Rasaka Natyarasaka(One act- bhana type)

1. It is nrtya with a dramatic element | 1. Nrtya with a dramatic element

2. The hero is krsna always. 2. It has other heroes also.

7 Ibid, P.51-52.
**Dr. v. Raghavan, Srrigaraprakasa, P.563.
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6.9.3. Rasaka

According to Abhinavagupta’s commentary on the NS there are

three kinds of rasaka™® dances. They are-

1. Talarasaka

2. Dandarasaka

3. Mandala rasaka
6.9.3.1. Talarasaka

It is a dance. The tala means hand clapping and also rhythm. It is

done to the accompaniment of the hands marking the time.

6.9.3.2. Dandarasaka

It is also called lakutarasaka. In it, the performers dance to the

rhythmic beat of sticks. Both the danda and lakuta means stick, which

they carry on their hands.””

** Dr. V. Raghavan , Syﬁgﬁraprakﬁéa, P.262 and The Abhinavabharati gives a

description of Rasaka as ““a dance in various talas, which is delicate as well as
forceful and which is done by various ladies.
7 n RajasSekhara’s Karpuramanjari, performance of dance with thirty two women is

described as dandarasaka, a kind of carcari. For details refer Indian Kavya
Literature Vol. 1, P. 152.
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6.93.3. Mandalarasaka

The term ‘mandala’ means circle, it is a circular group dance, in

which both men and women participate. It become most important in
dance of the present rasa-lila. All these three forms of Rasa-lila dance
may found in the folk dance of Braj area and other parts of India. Rasaka
of the Sanskrit treatises is an early form of the present-day rasa-lila. This

dances appear correspond to the Pindibandha referred to in NS

6.10. Dramatic Artifices

Bharata accepted four vrttis or artifices. They are kaiSiki, sattvati,

Bharati and Arbhadi.

Kaisiki is associated with delightful vivacity and full of charming
expression of love by means of songs, dance and conquetry. According to

the cononists, vrtti is used in three other sense-

L. Vrttis is the name of the verbal force or §abda-Sakti like abhidha,

laksana etc.

2. It is one of the types of the Anuprasa alankara.

371

NS, Trans. Hindi Madhusudanasastri, IV, 274 & 275, P. 455-456.
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3. It is the synonymous with grammatical formatives like samasa and

Taddhita.

6.11. Metres and Sentiments

Nagoji Bhatta belives that metres have their own sentiments which

gives sublimity to the poem.

Metres Sentiments
1. Puspitagra, Apavarita 1. Karuna
2. Prthvi, Sragdhara 2. Smgﬁra
3. Sikharini, Mandakranta 3. Vira

4. Dodhaka, Totaka, Narkutaka 4. Hasya

5.Mandakranta, Puspitagra, Viyogini,
Malabharini

5. Vipralambha, karuna

6. Malini, Sikharini, Prthvi, Mafiju-bhasini

6. Sambhoga Syﬁgﬁra

7. Srgdhara, Sardalavikridita 7.Vira,Bhayanaka,
Raudra

8. Praharsini,Bhujangaprayata, Padmini, Totaka | 8. Adbhuta

9. Vamsastha, Vasantatilaka 9. Vira

Dodhaka Totaka and Narkutaka should be avoided in the karuna
and Santa rasa. Mandakranta, Puspitagra, Viyogini and Malabharini these

metres are very suitable for the description of seasons. Drutavilambita and

191



Harini-pluta are very suitable for the descriptions of nature and suffer
feelings of mind. Likewise slokas in drama comes in different metres.
Each metres have their own respective sentiments. These sentiments in
addition to the predominent ones in the drama, compliments and creates

beauty to drama.

6.12. Cult of Different Gods Related with Drama

6.12.1. Krsna

The Bengali folk drama called ye"ltm372 owes its name to different yatra

festivals held in honour of Krsna, a member of the Hindu trinity.
6.12.2. Rama

Rama-lala festival of northern India, which is akin to a dramatic

representation, celebrated in the honour of Rama.
6.12.3. Siva

The member o Hindu trinity, with dance and drama is equally

manifested from the epithet of Nataraja, the great dancer actor. The

7 A.B .Keith, The Sanskrit Drama, Mothilal Banarasi Das, Varanasi, P.16.
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MBH" mentions Pasupati-samaja festival, held in honour of Siva.
According to his devotees, dance and drama propitiate Siva more than any

other form of worship.
6.12.4. Brahma

The member of Hindu trinity also associated with drama.

According to Bharata Lord Brahma was created NS.

6.13. References in Early Works

6.13.1. Buddist Text

The Sanskrit Buddist text Divyavadana and lalitavistara speaks of
drama. During the period of Buddha, Bimbisara performed for the Naga
king. Avadanasataka describes a drama performed in the sobhavati. The
role of the Buddha being taken by the director of the acting troupe. The
chief actors are from the south and local monks played the role of Buddha.

Buddist Sanskrit drama prevailed in Central Asia.

6.13.2. Patanjali’s Work

References of dramas at the time of Patanjali has been seen in these

works. According to him, for an active Sanskrit theatre materials like male

7 MBH, Trans. Eng. Kisari Mohan Ganguly, Musiram Manoharlal, New Delhi,

1.43. 3.
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and female actors, dress, acting texts, themes, different types of plays,

dance, music and spectators testifies abundantly.
6.13.3. Epics

There are many references in epic literature ie, in Ramayana and
MBH, actors and dancers are found in the festivals and also in joyous
gatherings. A special significance to the production of drama is seen in

Harivams$a, a supplementary portion of MBH. In the RY we are told of a

Sailﬁsa’s wife an actress, who played various roles.
6.13.4. Visnupurana

At the horse sacrifice performed by krsna in Dvaraka there are
references of the dramatic performances for the entertainment of the

people.
6.13.5. Kamasiitra

It is a book of Vatsyayana in which he describes about the ancient
Indian culture. It is intimately related to Sanskrit poetry and drama. In that

time drama was included for making and developing love among people
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6.13.6. Dramas of Sriharsa

According to the account of the Chinese traveler, I-tsing, the royal
author had a drama on the Bodhisattva’s self- sacrifice. The drama

Nagananda was staged during the Kumbamela festival with music and

dance.

6.13.7. Damodara Gupta

Damodara gupta, the minister of Jayapida, at the end of 8th century
AD, was a great enthusiast of dance and drama. In the poem Kuttanimata,

he described the enactment in the opening act of classical drama.

6.13.8. Visnudharmottama Purana and Mahabhasya

It also describes the same principle to the aesthetic poetry, drama,
sculpture and painting. Traditional Indian drama today flourishes in open,
in field infront of temples and with in temple corridors and halls. The
temples have a dance hall called in Tamil inscriptions as nataka $alai. In

Kerala it 1s called Kuttambalam.
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6.14. Books on the Performance of Drama on Stage

We have a rich collection of Sanskrit works in several branches,

though only a few works are connected with stage. They are-

1. Vyangyavyakhya on Tapatisamvarana and Subhadradhanaiijaya of

KulaSekharavarman.
2. Natarikusa of unknown
3. BBH of karthikathirunal

The Vyangyavyakhya discusses how the Sanskrit plays should be
staged. But in Natankusa severly criticizes the liberties taken by the
Cakyars in their performance of Sanskrit play in Kutiyattam. BBH deals

with the technique of Indian classical dance and drama in accordance with
Bharata’s NS. It is a rare and unique contribution of Kerala to Sanskrit

dramaturgy.
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CHAPTER SEVEN

ANALYSIS OF MUSICAL PATTERNS IN
PARTICULAR PLAYS

The Indian word for drama or Nataka, and its representation is
Natya. It is a composite art of Indian theatre. It also includes many

ancient Indian fine arts and crafts.

(o aN C
TIATATEITAT g g g |

. LR . 374
NgeraeITare = O T guE

It means for the successful production of drama, rasa or the pure
state of joy, bhava or inner states of being, abhinaya two practices of
performance (dharmi-s), four styles (vrttis), four regional variation
(pravrttis), vocal and instrumental music svara, gana and atodya are

necessary.

7.1. Early Performances of Drama

The Ramayana (RY) mentions a play house of Ravana’s queen

Mandodari which describes a queen’s proificency in natyasangita. Prince

Bharata and his friends were entertained by humourous plays in the palace

374

NS, Trans. Eng. M.M. Ghosh, VI, V.10
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theatre®

. The RY also gives a vivid description of natya enactment
performed by Bharadvaja to Bharata and his army in which Narada sang,
Misrakesi and Pundarika, the divine actors danced, the dwarfs and
comedians made the audience roar with laughter376. The MBH provides
many instances of Natya performance in palaces. Gods, Kings, Prince and
Princesses were proficient in the art. Arjuna, one among the Pandavas,
learnt the art of dance from the court of Indra and taught it to the princess
Uttara, daughter of the king Virata. Sabhaparva in the MBH refers the
plays with hasya and lasya rasa in the royal courts’". In the Santiparva of
MBH, Bhisma says that actors, dancers and other entertainers should
always adorn a city378. Each of them has hereditary family skills or
backgrounds. The performances were considered auspicious and essential
parts of the palace and temple professions and amusements. Buddist
canons show that a drama performance was arranged in the court of

Bimbisara in the honour of two Naga chieftains. In Jain work Raja-

Prasniya-agama describes thirty two kinds of dramas performed before a

e RY, Shastri Shrinivasa Katti Mudholakara, Vol.III, Parimal Publications, Delhi.

2.6; 4-5, P..503

Ibid. A.K, 2.91. 44-47

MBH, (Ed.) T.R. Krishnacharya and T.R. Vyasacarya, VolIl, Sadguru
Publications, Delhi. Sabhaparva, 2.5.107, P.33, 46

Ibid. Séntiparva, Vol.IV, 69, 58.

376
371

378
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prince named Megha Kumara. Jain Bhagavati- Sutra describes details of

thirty two natya vidai-s performed on the stage.
7.2. Lasyanga-s

Songs and expressive dance with abhinaya- natya in Sanskrit plays
are called Lasyangas. Here lasya means dance. So lasyanga means the
ancillaries of dance. They are poetic song compositions for music and
enacted with nrtya abhinaya. Lasyanga-s were performed in the sukumara
mode dominated by the graceful style which enhanced the presentation of
the erotic mood. These expressive songs with dances were enacted mostly
by one person. Lasyanga-s are intended to be in the style of solo recital
for the enjoyment of the poetry and the music by helping the progression
of the plot for the process of rasa realisation. In NS, ten varieties of
Lasyanga-s are mentioned” -

Tqug RIquTea i+ qeoesT | |
TESSHRAAEST AT [SHeHA |

379 NS, XX, 133 Dr. M.M.Ghosh suggest that lasyanga section in the NS may
probably have been a later interpolation. Some manuscript of NS exclude them.
But in the view of Tarala Mehta, Lasyanaga seen as twelve. Vicitrapada- A song
by a heroine separated from her beloved before her lover’s portrait. Bhavita-
Heroine expressing her loves after seeing her beloved in dream. Post Bharata
commentators (DR, SD) give ten type of Lasyanga-s.
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7.2.1. Geyapada - A song sung in a seated posture, with thousands of

musical instruments.

7.2.2. Sthitapathya- A love-lorn heroine sings a Prakrt song in a sitting

position.

7.2.3. Asina- A dejected song in separation.It is also sung in a asina or

sitting position.

7.2.4. Puspagandhika - A woman taking man’s role for the pleasure of

her friends sings a simple Sanskrit song and also Dances.

7.2.5. Pracchedaka- It means a forced attachment. It is a taunting song of

a neglected women.

7.2.6. Trimudhaka- A dance of a female in a male costume and who also

sings a songs with regular metres and beats.

7.2.7. Saindhavaka- Because of forgetting the content, a lover to keep the

tryst, expressing disappointment, recites a Prakrt song.

380

NS, Tran. Eng. Dr. N. P. Unni, XX, V. 127-128P. 566-567.
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7.2.8. Dvimudhaka- Dance in circular movement with an auspicious song

of expression of inner feelings.

7.2.9. Uttamottamaka- It means best among best. In it different rasa are

represented. Dance with sportive movement of joyous feelings are

expressed through songs.

7.2.10.Uktaprayukta- It means speech and reply. It is the representation

of question and answers with a variety of songs in a mood of angry and
pleasant words. The dialogue of lasyanga-s and other forms of expressive

dances like Chalita were often employed in Sanskrit plays.

7.3. Discussions on Dance and Music in Different Dramas

7.3.1. Dramas of Kalidasa

Kalidasa is traditionally associated with Vikramaditya. He has
attained great and lasting popularity almost every where. Consequently
six of his kavyas are very popular-  Malavikagnimitra, Raghuvamsa,
Vikramorvasiya, Meghasandesa, Abhijnanasakuntala and
Kumarasambhava. The best representations of the romantic drama of

India are éakuntala and Vikramorvasi.
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7.3.1.1. Malavikagnimitram

In MA, the hero and heroine are Malavika and Agnimitra. The
nataka contain five acts. In act IV Malavika appears as an unknown but

beautiful and talented in dancing.

Agnimitra sees her and fall in love with her. In act V, Agnimitra
receives the news of the victory of Virasena of Vidharbha and the release
of Madhavasena. Gifts are sent from the conqured country including two
girl artists. In act II, there is a dance performance by the heroine with
proper sausthava and posture and her dance composition named catuspada
chalika in a medium tempo. Chalika was a type of dance, where the dancer
expressed her own feelings while assuming the role of another. The
heroine utilises the technique of Suca and Sakha method of four fold
abhinaya to denote the love-lorn state before the union. Chalita is also

mentioned in Harivams$a a supplementary portion of MBH.

7.3.1.2. Vikramorvasiya

Vikramorvasiya is based on the very ancient story of Puriiravas and

the nymph Urvasi, which is found in one of the ballard, dialogues of the
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Veda™'

, in the Harivamsa and in several Puranas.The celestial musicians
gandharva are the companions of the nymphs. According to Sagaranandin

and Séradﬁtanaya Kalidasa’s dramas are generally regarded as musical

plays, totak or tlrogake_l.382 The commentators Ranganatha and Konesvara
and manuscripts call it a musical play, but other manuscripts call it simply
a nataka. In some manuscripts, substantical number of dances with songs
in the IV" act Carcaris, dvipadikas, etc. are present. But it is not seen in
others. So there are two recensions, one of which appears to be a special
musical version called a totaka. But the others are regarded as nataka. It
is noteworthy that one of these songs is quoted by the critics. Sometimes
it may have been added by some late producers of the play to create a

definitely musical version.

In act III of Vikramorva$iya, there is a play in a play called

Laksmisvayamvara composed by the Goddess Sarasvati. It was perhaps
Kalidasa’s own skill, who invented this though it has got in to two

Puranas. In the supporting scene of Act III we learn from two divine

! Rgvedasamhita, Trans. Eng. H. H. Wilson, Nag Publishers, Delhi, X. 95,

Satapathabrahmana of the Yajurveda, Trans. Eng. Maitreyee Desh Pande, New
Bharatheeya Book Co-operation Delhi XI 5.1.

Warder A. K., Indian Kavya Literature, Vol. 111, Motilal Banarsidas, Delhi, P. 138
Totaka, is a kind of nataka, in which divine and human characters and also music
with dances and song play a prominent part.

382
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dramas students, in which Urvasi, acting her part as Lakshmi in
Sarasvati’s play, and Puriiravas as Purusottama or Visnu. In act IV he has

made considerable use of opportunities as afforded for the introduction of
lyric verses delineating the emotions of the characters. The possibly
fabulous dance-song in Maharastri and Apabhramsa in act IV. These lyric
effects and give the act, the character of a ballet, in which the actor
Pururavas, representing as a dancer. He dances and mimes his emotion of
love which conveys his sensitive and frustrated mind. Yajnik gives a
curious mystical account of the origin of the Indian dramatic art. A play
styled on Laksmiswayamvara or the choice marriage of Lakshmi was

being produced at the celestial theatre of Indra - the Indian Jupiter.

The principal nymph, Urva$i, the role of Lakshmi, the consort of
Visnu, was non dancing and singing, now displaying her skill in clever
pantomime and now giving rent to her erotic emotions by means of
appropriate gesture and vocal expression. In act IV of this drama contains
a visual recital of songs and expressive dances to delineate extreme states
of love in separation (vipralamba $rngara) of the hero. But in the northern

recension of Vikramorvasiya, in act IV we can set the performance of
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ekaharya abhinaya with music and dance by the actor Pururavas playing.

In this revised text, it has thirty two Prakrt and Apabrams$a dhruva songs.

These dhruva-s were probably sung by the musicians from behind
the curtain and the actor also joining in. Apart from that a number of
technical forms related to dance, dance like- movements tempo and
rhythms of music are also referred in act IV of Vikramorvasiya. This
suggests that the expressive dance (nrtya) and stylized abhinaya
accompanied recitations of the Prakrt and Apabhrams$a dhruva-s. The

dhruvas like Pravesiki and aksepiki are used for stage directions.

7.3.1.3. Abhijnanasakuntala

The Abhijianasakuntala, ‘Recognition Sékuntala’ or token

Sﬁkuntala is Kalidasa’s best play.

Its lyrics are much more often quoted than the other plays. Here

lyricism 1is carried to an extreme. The story and plot is interested only in
highly emotional, preferably pathetic situations or Hamsapadika’s song in

act V. In Act III of this play, the heroine is in a love-lorn state or ayoga

Srngaravastha, writes a love letter .The sthitapathya variety of lasyanga is
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indicated here where the heroine expresses her feelings through abhinaya

which reciting a prakrt verse in a sitting position.

7.3.1.4. Rtusamhara

It consists of six short cantos of detached verses. Each of them
describes about the six seasons of the Indian year. The verses are simple
and straight forward. Each of them describes about the seasons, their
characteristic flowers, birds and other phenomena and their influence on

lovers. Figures of speech are rare and the ‘naturalistic description’-
Svabhavokti can be seen. The metrical arrangements are those of Sanskrit
epics-usually Vams$astha for most of the cantos. And in concluding
portions, Kalidasa’s favorite metre Malini is used. Vasantatilaka is also

used for both purposes.

All these seasons are enjoyed by every human being, birds, flowers,
animals etc. These various seasons are loved by the peacocks which sing
and dance. The kadambas and white Jasmine begins to flower etc.
Besides the expression of emotions in Meghaduta the descriptive element
is very prominent in this fine poem. This is true of his Rfusamhara or

cycle of the seasons. It consists of 153 stanzas in six cantos and is
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composed in various metres. It is a highly poetical description of the six
seasons. In it descriptions of glowing beauties of nature and erotic
scenes are interspersed; the poet nimbly interweaves the expression of

human emotions.

7.3.1.5. Raghuvamsa

A regular order in rocks, mountains and watery expanse is clear to
imagination. Rhythm is visible in works of art to connoisseurs; different
flowers disclose regular order. In RV the monarch Dilipa heard the
musical sound produced by bamboos, their holes being filled up with

wind.

(aV C C o o 3
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7.3.1.6 Meghadiita

As nature furnishes the flash of lightening in the midst of showers

in a summer day, the first cloud appears in the rainy season when

33 Raguhuvasa, Trans. Eng. R.D. Karmarkar, Chowkhambha Sanskrit Pratisthan,

Delhi. II, V. 12.
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separated lovers feel pangs of affectionate longings.384 His lyrical talent is
sufficiently prominent in his plays. His lyrical gem-Meghaduta was won
admiration of Goethe. This idea is applied by Schiller in his Maria Stuart,
where the captive queen of Scots calls on the cloud as they fly southwards
greet the land of her youth. Kalidasa was the poet of love and of women.
He has produced a remarkable gallery of portraits of women in love
Malavika, Iravati, Dhﬁrir.ﬁ, Indumati, Sita, Kumudvati, Urvasi, Ausinari,

the Yaksa’s lady, Sakuntala and Uma.
7.3.2. Dramas of Sriharsa

7.3.2.1. Priyadarsika

In this play act III, the heroine sings a song while playing the vina.
She sings with appropriate abhinaya. This situation of the lasyanga is

named Geyapada.
7.3.2.2. Ratnavali (RL)

Ratnavali, on the occasion of a spring festival, opens with an

atmosphere of songs and dances. In the beginning of the play itself, the

384 Meghaduta, Trans. Eng. Gopal Raghunath Nandargikar, Bharatiya Book
Corporation, Delhi, Verse. 3.
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minister Yaughandharayana says that ‘the sound of Carcari, of the town’s
people with sweet songs and dance fill the air.” The king and the jester

are watching the spring dance of the people. The two maids are singing
and dancing Dvipadi khanda, which indicate the states of love. The play
R.L. more or less opens with an expressive dance nrtya a combination of

both of nrtta and abhinaya.

7.3.2.3. Nagananda (ND)

In Nagananda also, the first entry of the heoine, Malayavati is
presented by a song and expressive dance situation. She is sitting on the
floor, playing a vina and singing a song in praise of the goddess Gauri.
The g€yapada variety of lasyanga is indicated. The Chinese traveller
I-tsing mentions that he had witnessed a musical version of Nagananda

with dancing, music and action.

7.3.3. Kavya of Damodaragupta

7.3.3.1. Kuttanimatam

In this kavya, he describes- ‘then as indicated by the jester, the two

maids enter a little intoxicated, enacting and amazing while at the same
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time dancing’. ‘The king sees the two maids enacting and gesticulating

the lotuses by the revolving of the two hands or karana-s of hands and

suggesting the arrow by taking the hand gesters like musti Sikhara and
katakamukha at the back, with the vira (heroic) glance’. The two maids

entertain the king with dhira, uddhata and lalita steps for a long time.””

7.3.4. Bodhayana’s work
7.3.4.1. Bhagavadajjukiya

In Bodhayana’s Bhagavadajjukiya, the heroine and her maid sing

two songs with appropariate abhinaya in a pleasure garden. These songs
and the abhinaya are considered as lasyanga (Sthita-pathya). In the play a

love-lorn heroine sings a Prakrt song.
7.3.5. Dramas of Sudraka
Mrcchakatikam

In Sudraka’s MK, act V, the heroine Vasantaséna, an abhisarika,

arriving to visit the hero Carudatta in the company of the gallant Vita.

There are twenty-four verses in all, describing the rainy season, the clouds,

3 Damodaragupta, Kuttanimatam kavyam, (Ed.) Panasukharam Manasukharam

Tripati, Krishnadas Acadamy, Varanasi 896-7 and 905 (P 176-178)
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the winds, the thunder, the croaking frogs, the cranes and fulfillment of
love affair which are sung by Vasantaséna, the heroine and the Vita.
Later, Carudatta, Vasantaséna’s lover recites eight verses describing the
rains and the union of love. These are the sukumara variety of songs and
dance, the number of verses sung one after another with appropriate

abhinaya.
7.3.5.2. Vinavasavadatta

The Vinavasavadatta is a nataka of Stdraka. It is the title of the
play like that of the dream Vasavadatta. In this, the harmonious lesson on

teaching vina is prominent. Despite the common subject matter,
Stdraka’s play is entirely different from Bhasa. In this also, Udayana is
the hero and plays the leading part. In Bhasa’s play Udayana never

appears on stage. Vasavadatta receives her first vina lesson from

Udayana. The Vina conspicuously appears in the other decisive senses.

7.3.6. Dramas of Bhasa
7.3.6.1. Balacarita (BC)

In Bhasa’s, two plays, cowherdes are dancing a dance called

Hallisaka with playing flutes and drums. ‘All singing together and gaily
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attired’. Tt is a circular dance like krsna’s rasa with gopis. According to

Raghavan they may have formed a part of the later dance tradition under
the sway of krsna and his legends. Supersending Tandava and Lasya
associated with Saivism. In his play Balacaritam krsna himself is a
dancer. In Bagh caves (Gupta period, 5" century AD) a fresco painting of

HalliSaka nrtta can be found.
7.3.6.2. Swapnavasavadatta (SVD)

Kandukanrtta, the dance with a ball was a popular form of dance. It
is a group dance, in women made many patterns. In dance formation
(pindibantha) called lotus, wavy line, serpentine, a circle or padmabandha,
gomutrikabandha, nagabandha, cakrabandha etc. In Swapnavasavadatta,

act II, princess Padmavati enters playing with kanduka for the dance.
7.3.7. Dramas of Visakhadatta

He had written four dramas based on Canakya and Chandragupta
Maurya, Candra Gupta 1l Rama and Udayana. In these only the first is

available.
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7.3.7.1. Raghavananda

There is very little information about ViSakhadatta’s Rama play. It

deals with the main story ending with the slaying of Ravana. Only three

verse are available.

1. One given by Bahuriipa mi§ra >*°

387

2. Two others given by Bhoja™ " he used it by illustrating the two

characteristics of the kavya.

The second of these is attributed to Visakhadatta by Sridharadasa

(Saduktikarnamrta verse 230).

Famous commentators like Abhinavagupta, Sagaranandin, kuntaka

and Mammagag'88 all quote the same famous verse:-

According to Bhoja and Manikyacandra on Mammata this verse is
spoken to Ravana by Kumbhakarna pointing out Rama. That is Rama,
who has attained the atmost renown in this world with his qualities of

valour; but the king does not know him from the reversal of our fortune.

¢ DR, I, 18 and 22 verses

7 S_rflagﬁraprakééa, II, P. Financial assistance of Educative Social Welfare, 533-536.
8 Kavyaprakas a, Trans. Sanskrit. Chowkhamba Sanskrit, Sansthan, Varanasi, IV,
43,
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The wind in the guise of a panegyrise- sings his honours with seven notes,
coming out from the holes he shot in a line of broad Sala trees with a

single arrow.

7.3.7.2. Devichandragupta

In this drama Candra is definitely in danger and protects himself by

feigning madness. From the act V, Ramacandra and Gunacandra
(Natyadarpana) quote the songs fo candra’s entrance and exit as he is in

his feigned madness on his way to the court of Rama Gupta.

Candra is intent on concealing his development of his feeling of
love and also slightly afraid of his enemy. These two songs are in prakrt,
in the Arya metre. The first describes the moon rise with implied allusion
to Candra, the moon. The moon having ‘destroyed completely the flood of
hostile darkness by his own expansion (rise), by the power of his own
action enters the sky to pass over the eclipse’. Visakhadatta’s
characterisation is extremely skilful. He is not only a great poet but his
descriptive verses are very few and forceful. Though the complete
absence of lyricism, he is one of the India’s greatest dramatist and there is

no distractions from the purely dramatic enjoyment.
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7.3.8. Dramas of Subandhu

7.3.8.1. Vasavadatta

His only known work is Vasavadatta. This work soon become
classic, recognized by Bana, Vakpatiraja, Rajasekhara, Mankha and other
leading writers and critics. Besides all the value of Vasavadatta as a novel
is small. The heroine of his novel has no resemblance with the historical

Vasavadatta, famous in many kavyas.

7.3.9. Dramas of Bhavabhuti
7.3.9.1. Malatimadhava

The commentator Jagaddhara of Malatimadhava, Madhava’s entry

is in dvipadilaya tempo, a slow measure composed of long matra.
7.3.10. Gitagovinda

Pure lyrics and pure dance is represented or seen in the Gita
Govinda of Jayadeva. It is a lyrical drama. Its date can be assumed as
12" century. It is the earliest literary specimen of a primitive type of play
which survives in Bengal. This contains no dialogues in the proper sense.

The subject of the poem is the love of Krsna for the beautiful cowherds
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Radha, the estrangement of the lovers and their final reconciliation. It
concerns with krsna and the modern yatras generally represents the sense

from the life of the deity.

7.3.11. Drama of Sagaranandin

7.3.11.1. Nalavijaya

He refers a Nalavijaya, a nataka deals with the story of Nala and
Damayanti. According to Bahuropamisra, which has eight acts. It
illustrates the point that dramatic convention excluded showing of the
hero losing his kingdom. Besides the musical plays totaka and light plays
or natika, little play, there were ancient lasya dances, ballets, rasakas (this
type of dances have already discussed) many other types of dances are

Seen.

7.4. Songs and Dance in Particular Plays

Bharata says: ‘Just as a well-built dwelling house does not become

beautiful without any colour, without any song and dance, the drama does

not attain joy’.>*

389

NS, XXXII, 482.
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7.5. Early Discussions

7.5.1. Vedas

The earliest forms of dramatic literature in India are represented by
those of hymns of the Rgveda, which contains dialogues, such as Sarama
and Panis, Yama and Yami, Purtiravas and Urva$i etc. Many gods were
called dancers in the Vedas and the origin of drama from the Phallic gods
was not recognized due to the moral strictness of the priests, but the
Gandharvas and the apsaras connected with origin of drama. Hertel was
of opinion that Rgvedic hymns were sung and to mark the difference in

song and spoken parts the dramatic arts had its birth.
7.5.2. Mahabhasya (MB)

The earliest references of the acted drama are to be found in the
MB. Tt mentions the representation of the Kamsavadha, the ‘slaying of
kamsa’ and the Balibandha or ‘Binding of Bali’, episodes in the history of

krsna. In MB, he records the wives of the actors playing roles as actresses

enter upon the stage.

7.5.3. Tradition

Tradition makes krsna and his cowherdesses the starting point of

the sangita, a representation consisting of music and dancing . It seems
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that the Indian drama was developed in connection with the cult of Visnu-

krsna.
7.6. Books on Natya Literature

There are many books in which the natya is described. The earliest
discussion on natya is seen in the NS. The references of other treatise are

discussed here.
7.6.1. Balaramabharatam

It 1s a treatise mainly dealing with angikabhinaya and primarily
based on Bharata’s NS and SR of §érr'1gadeva.The BBH deals with the

general survey of the Natya literature in Sanskrit. It is a treatise of
Karthika thirunal, which discusses the theories and techniques390 of Indian
classical dance and drama in accordance with Bharata’s NS. In the
concluding chapter, Natya is mentioned in several places among the
viniyogas related to kathakali. Besides this he mentions various Desi
dance forms like Mohininagana, Perani, Nisadanatana, Kéﬁgitanatana etc.
Along with the classical kutiyattam, these folk dances are very much

instrumental in the development of kathakali.

*" For an account of this, see Kapila vatsyayan, ‘Classical Indian Dance in Literature
and Arts Sangeet Nataka Academi, Delhi, PP 25 — 27.
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7.6.2. Poetry in Rgveda

The ancient Indian language, falls in to two main divisions-Vedic
and Sanskrit. The Vedic are poetical in matter and form, the Brahmanas
are prosodic and written in prose. The Vedic hymns were composed in an
ancient dialect and embodied a world of ideas in classical Sanskrit.
According to Roth, Avesta language is closely allied to the Rgveda in
language and matter. The Rgvedic poetry consists of religious lyrics,
containing some seculiar poems. Its hymns are mainly addressed to the
various gods of Vedic panthon, praising their mighty deeds, their greatness
and their beneficence etc. The Rgveda is not a collection of primitive
popular poetry, it was apt to be described at an earlier periods of Sanskrit
studies. The higher gods of the Rgveda are almost entirely personifications
of natural phenomena, such as sun, Dawn, fire, wind etc. Usas, goddess of
dawn is almost the only female. Animals play a considerable part in the

mythological and religious concertion of the Veda Eg. Horse, Cow.

7.6.3. Music in Samaveda

The Samaveda is closely related with the Rgveda. The Samaveda

is only a book of words employed by the special class of udgatr priests at
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the sama sacrifice. Its stanzas assume their proper character of musical
samans in the various song-books called gana-s, which indicate the
prolongation, the repetition and the interpolation of syllables necessary in

singing.

There are four of these song books in existence. Each of these
Sama verses could be sung to many melodies. It consists of 1549 stanzas
distributed in two books called arcikas or collection of Rg verses. There
are two schools of the Samaveda which are known as the kauthumas and
the Ranayaniyas. Of the four Vedas, the Rg, Sama and Yajurveda were
originally recognised as canonical collections. The Atharvaveda is the

most oldest literary monument of Indian medicine.

7.6.4. Epic Recitations

The Epic cannot be definitely credited with the mention of the full
fledged drama, yet their Influence even its development is undoubtedly
ample. The author Bana refers to the Epic recitation, queen Vilasavati is

391

described as having heard the recitation of the MBH. =~ Keith mentions

Ksemendra as demonstrating with his contemporaries for eagerly listening

1 Bana, Kadambari, Ed. Krishnamohana Sastri, Chaukambha Sanskrit Sansthan,

Varanasi. P. 128.
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to, but not following the pieces of advice contained in the epic

e 392
recitation .

The reciters in villages of Bengal dividing themselves as
Pathakas (called kathakas in Bengal) and Dharakas repeat and expound
portions, with embellishments as songs and music from the Epic. The RY

itself records Valmiki teaching it to Ku§a and Lava who recited it before

Rama’”. The term ‘Bhat’ denoting a class of reciters is a modern survival

of the term ‘Bharata’ which stands as an application of the comedian in

the later texts™ .

7.7. Natya-An Integal Part-Early Discussions

7.7.1. Natyasastra

Even from the early times the two aspects of Natya, Nrtta and
Abhinaya, were regarded as an integral parts of natya in the NS. In this
Bharata discusses abhinaya as an aspect of Natya which constitutes dance
also. The techniques of Indian drama and of the classical Indian drama are

both based on the same principle laid down by Bharata in his NS.

A, B.Keith, The Sanskrit Drama, p .30.

RY, Ram narayanlal Alhabad, 1927,1. 4. 26.
*** Dr.A.B.Keith, The Sanskrit Drama, P. 30.
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7.7.2. Vedas

The early speculation of dance and drama are found in Vedic texts
themselves® > The dramatic speculations such as dance and dialogue and
music and drumming were developed to the Vedic period itself. The
dialogues such as Yama-Yami, Sarama- Panis etc. are seen in the Rgveda.
In the Rgveda, rituals of Mahavrata sacrifice, dance music and drum were
used. In that sacrifice, beating of drums and chanting of hymns by the
priests whose wives with their maid servants danced and sang songs. The
fétapathabm'hmapa refers to the uttaramandra tune of the vina or lute.
The Aitareyaranyaka speaks several parts. AB keith™® and P.V kane™’
state that the early period of Vedic literature is known from dramatic
spectacles of the religious character. According to Bharata, Pathya, Gita,
Abhinaya and rasa were taken the Rgveda, Samaveda, Yajurveda and

Atharvaveda respectively.

** See for detailed account of the growth of dance from primitive times in the history

of man, Kapila vatsyayan’s, Classical Indian Dance in Literature and Arts, P.P
163 - 301
Dr. keith , The Sanskrit Drama, P.P. 13 - 27

P.V.Kane, The History of Sanskrit Poetics, Motilal Banrasidas, Delhi, P.P 327 -
331
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7.7.3. Panini (Astadhyayi)

The earlist reference of natya is be found in Panini. He mentions
the Natasuatra of Silalin and Krsasva. There are also certain treatise like
Adhibharata, Brahmabharata, SadaSivabharata and V_rdhabharata.398 We
get more books on natya, but the NS of Bharatamumi is the earliest

treatise on Indian theatrical science that come down to us.

** Dr. v Raghavan , The Number of Rasas, P. 5
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CHAPTER EIGHT

DRAMAS OF THE EAST AND WEST

The Indian Sanskrit drama has its very origin from the Vedic age. It
has close relation with many other languages. Kalidasa, the poet and
dramatist, is considered as the Indian Shakespeare. So that his drama has
so many peculiarities with him. Bhasa, the author of thirteen Sanskrit
dramas, is considered as the ‘Father of Indian Drama’. From the very
ancient time we have a past story behind the drama in India than the west.

But some similarity is seen common to the dramas of the East and West.

According to the late Coomaraswamy, on the high artistic value of

the drama of different nations of the east and the south. In East Asia, he
wrote ‘few undertaking could be imagined more interesting or more

illuminating than a survey of the forms of the theatre surviving in India,

Indonesia, and the far East’.*”

8.1. Western Origin of Sanskrit Drama

The different traditions meet at one point that they all emphasis the

religious origin of drama. Pischel, the western scholar wants to prove the

** Man Mohan Ghosh, Contributions to the History of The Hindu Drama, Calcutta

Oriental Press, Calcutta, P.46.
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popular origin in the way that ‘the Sanskrit has its origin in the puppet

play which has its home in India, whence it has spread over the world”*%.

That art of puppet-play may have an Indian origin as references to it are
found in the MBH and Kathasaritsagara as keith says401 in the
Balaramayana also to be seen. Pischel laid emphasis on the shadow play
of Pro.Luder’s, as an essential development of Sanskrit drama. The word

Rupaka is called so because the actor has original character superimposed

on him.
8.2. Definition of Puppet Play

The puppet-play is an imitation of play with puppets. The use of
puppets is primarily of course, derived from the make belief of children
in play with dolls. The term puppet, which denote °‘little daughter’
(Putrika, puttalika, duhitraka). The popularity of puppets is indicated by
the erotic game known as the imitation of puppets, where the word for
puppet (Pancali), that the home of the puppet-play in India the Pancala

402
country .

40" A B. Keith, The Sanskrit drama, P.52

Ibid, P.4
“* Hariram Misra, Theory of Rasa in Sanskrit Drama with a Comparative Study of
General Dramatic Literature, P.80.

401
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8.3. Rasa an Element in Sanskrit and English Drama

1. In both Eastern and Western an art has its origin from the natural

tendency to express himself in a play.
2. Drama is considered as a mimed study.

3. The series of preliminaries observed as the beginning of the

representation of the Sanskrit ~ drama, different directions as the
ﬁwwﬁw or looking towards the tiring room etc. in them.

Directions as tugging in Polonius in Hamlet are a few facts which
stand against any attempt at separating the theatrical aspects from

the practical one.

4. In the Sanskrit system Rasa determines the nature of the hero the
heroine and other Characters. The heroes in the English system are
of varied kinds: the tragic hero, the hero in the comedy and the

hero in the tragic-comedy.

5. The Vidusaka appears in the major types of drama especially in the
nataka and prakarana. In English the fool appears both in tragedy

and comedy.
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6.

Malati and Juliet are the passionate love with Madhava and Romeo

respectively.

Above all, in respect of plots also, there are many points of

resemblance-

1.

The plot of Sanskrit dramatic system was considered separately by

the Sanskrit dramaturgists and dramatists.

The lives of all Strata of society supplied the subject inverse which

were dealt with the different types of drama.

There is no historical evolution as in the English system where the
subject matters for plot came from the changing circumstances and

society.

In both the desire of the spectators were fulfilled through exciting
their latent emotions which cultivated in to the pleasurable expenses

that 1s rasa.

In Sanskrit drama, the four kinds of abhinaya has been used but in

English system the angika and vacika are seen.

In English, music is to be traced back to the very beginning the

chorus Greek tragedy. The Sanskrit and Greek drama were similar.
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8.4. Dramas of Different Nations

8.4.1. Indonesia

The principal drama form of the formal countries consists of the
representation by living actors of episodes derived from Javanese versions
of the MBH and the RY. As regards to the subjects matter, it is
comparable to the Indian drama or Nataka, which is also based on stories

taken from the two great Epics and the Purana.

8.4.2. Burma and Ceylon

The old Burmese drama appears to owe its origin to the Hindu
theatre. There are some Similarity between plays of Burma and ancient

India-

1. Song dance and instrumental music are indispensable elements of a

performance.

2. A Jester (Vidusaka) is present in most of the plays.

3. Unity of place is totally absent from a play.

The ancient Ceylonese drama had probably a close connection with

the drama of counterparty India.

228



8.4.3. Siam

Siamese drama owes its origin to ancient India. They are-

1. Dance, song and instrumental music are indispensable of the

Siamese classical drama.

2. Stereotyped gestures play a very important part in the acting.

3. The five musical instruments which makeup the orchestra of the

Siamese theatre, which are the origin of Indian.

names all susira, atata vitata, atata-vitata and Ghana.

4. The following names of gestures and dance movements
comparable with the NS.

Siam Natyasastra

a. Le cygne que marche a. hamsagati

b. Elephants qui croisent burs defense b. gaja-vikrama

c. Dance de ta kinnari c. kinnaricari

d. Boutons de lotus d. padmakosa

e. Lotus epanoue e. Phulla-kamala

f. Lotus que se deploric f. kamala-vikasa

g. Laraignee quitisse sa toile f. urpanabhagati
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The following musical terms are similar with Indian music-

8.4.3.1. Musical Forms

Siam Music Indian Music
Lente Vilambita
Presh Druta

Egal Sama
Andante Madhya

8.4.4. Indo-China

Indo-China includes two different parts-Cambodia and Annam.

8.4.4.1. Cambodia

The theatre of Cambodia has been derived from Siam. One of the
peculiarity of Cambodian drama is that it is performed exclusively by
female artists, such a purchase is not available in Siamese theatre. But in
NS, it can see that, sometimes woman only were employed in producing

plays for the kings and his families.

8.4.4.2. Annam

The classical Chinese drama owes its origin to the Indian Natya.
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8.4.5. Korea

In 7" century Gigaku, a soft of mask dance was introduced into
Japan form Korea. It had some connections with the ancient Indian

drama.
8.4.6. Japan

The Gigaku dance and Bugaka plays of Japan had can connection

with Indians.
8.5. Tragedy and Comedy

A drama is considered as sometimes it may tragic or comic in

nature. But in Sanskrit, it is used tragic as g’:@lﬂ'ﬂﬂﬂ'lﬁr, comic is
g@'q?i_cl'{:lTﬁI. In western it is used as tragedy or comedy. According to the
rules and regulations Sanskrit drama owed the way of the theory of
Bharata’s principles. The Western scholar Thorndike’s view that-
‘Tragedy has always owed a double allegiance to literature and to the

theatre’. A tragedy is a play, not merely a dialogue in poetry or prose, but

a play to be interpreted by actors before an audience in a theatre. To these

two factors, it has had first of all suit itself. And these factors have
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constitued conditions and standards, different and not less variable and
transient than those of the literary tradition.*” According to him comedy

as (Thorndike). ‘Comedy is still more dependent on the stage for the

04

essentials of its form and the very purpose of its being.’4 ‘It is a form

of literature, determined by the requirements of the stage, and its aim is in

405

unison with the main purpose of the modern theatres.’ Another

Western scholar Nicoll puts comedy as- ‘Comedy is, as we have said, an

imitation of characters of a lower type-not , however, in the full sense of
the word bad, the Ludicrous being merely a subdivision of the ugly. Its
consists in some defect or ugliness which is not painful or destructive. To
take an obvious example, the comic mask is ugly and distorted, but does
not imply pain’.406 Aristotle defines tragedy as- ‘Tragedy is an imitation
of an action that is serious, complete, and of a certain magnitude; in
language embellished with each kind of artistic ornament, the several
kind of being found in separate parts of the play; in the form of action,

not of narrative through pity and fear effecting the proper purgation of

" Hariram Misra, Theory of Rasa in Sanskrit Drama with a Comparative Study of
General Dramatic Literature, P.583

Ibid.

Ibid.

For details Refer Aristotle’s Theory of poetry and fine arts with a critical text,
Butcher, Translation of the poetics, Dover Publication, 1927.

404
405
406
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these emotions.”*"”’ During the middle ages, the term tragedy and comedy
were applied to narratives according as the wheel of fortune turned from
good to bad or from bad to good. According to A. Nicoll, ‘tragedy and
comedy were technical words belonging to the ancient Greeks; the modern

playwrights tend towards the use of the inderminate word play.’408

8.5.1. Derivation of the Word-Tragedy

The word tragedy comes from Greece. It originated with the

authors of dithyramb. The Greeks regarded it as a type of poetry. The

word tragedy means ‘the Goat song’.

8.6. Cambodian Dance and Drama

The Cambodian drama is of the pre-classical type of the Indian
natya. Some writers opine that the Cambodians received their dance and
drama from the Siamese. The Buddhist monasteries played an important
role in saving these arts from extinction. They preserved manuscripts of

the RY themes for plays.

407

Ibid ,P.23
M. Christopher Byrski, Mythology of the Analysis of Sanskrit Drama, Bharatiya
Vidyabhavan, Varansi, P.1.

408
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8.6.1. The Similarities of Cambodian Dance of Arts Described in NS

Cambodian Dance

Dance in NS

1. The dancers have to
undergo a religious
training under qualified
teachers.

1. Bharata taught it form Siva and
Parvati through religious training

2. The dances are practiced in

the Royal palaces.

2. In NS also dance are practiced in
Royal palaces. They are anjali,
pataka, ardhacandra, musti, bhramara,
arala, candrakala and kampita

3. Different kinds of gait for
different types of
characters are followed by
music of different tempo.

3. In this also different types of
characters are followed by music of
different tempo.

4. Some characters use
masks.

4. The use of mask by some characters.

5. The different types of
characters use different
colours in painting.

5. In NS, also different Characters uses
different colours in painting.

8.7. Burmese Dance and Drama

Similarity with Indian Dance

Burmese

India

1. Water festivals celebrated on new | 1.

year’s day.

Sanskrit literature).

2. Dances are played in honour of | 2.

Rain God

honour for
Eg.Kajari

3. Played in royal palaces

3. Itis played in the royal palace.

4,

made on the basis of Plays.
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Dance and songs are played in
the Rain God

4. Ancient Indian fairy tales are also




During the festival of Thagya Nat various kinds of plays are acted.

8.8. Sinhalese Dance and Drama

Principal groups in Sinhalese Drama

Sinhalese dances are pretty numerous, divided into two groups-

1. Those using no mask and practiced by the Vaddas. Eg. gale yaka

ceremony kalagedi Natima.

2. These using makes of varying character and practiced by the
Sinhalese. Eg Kolam Natima, Yakun Natima and Gara Yakum

Natima.

8.8.1. Colours Used for Painting in Sinhalese Drama

The colours of Sinhalese makes are comparable to the colors
prescribed in the NS for painting different characters in play. Eg. White is
used in Sinhalese dance to paint the faces of a number of gods and

goddess.

8.8.2. Origin of the Word

The Sinhalese word natima, which is derived from the root nat as
the word natya (dance drama). The word kolam-natima is related with

Bharatavakya of Sanskrit plays.
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8.8.3. Sinhalese Dance and Indian Mythology

The connection of Rahu yaka with the demon Rahu of Indian
mythology. The Sinhalese ceremonial dances are connected with the
ancestor-worship, seems to have the dance and music prescribed in the
Katyayanasrautasitra (21.3.11) as a part of the Pitrmedha rites of the early
Indo-Arians. The ceremonial dance of the vaddas, comparable to dance
and music which form an indispensable part of the elaborate puja offered

to hindu gods such as Siva, Durga, Candi.
8.9. Puranic Characters Related with Dance and Music

We have so many Puranic characters, they are related with music or
dance. They were discussed in detail in the third chapter. In Sanskrit
especially, dramas are mainly take plot from the Epic and Purana. So in
each and every drama, music and dance were included. Because of the
dance or music, dramas have played an important role in ancient and

modern ages.

Now-a-days the dramas are more developed. The Sanskrit dramas
are not seen in everywhere. But they were seen as a form of a dance-drama

like kutiyattam, or kuttu especially Mattavilasam, they are employed in
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temples in special occasions. The developed forms of dramas are seen as

films.

Moreover, the dramas, which are pleasing the audience only
through the dance or songs. Sometimes such points take in mind the
dramatist and they added music or dance into them. It may be a taken as
an technique of the authors of drama to remember something what they
forget. Example is seen in the Sakuntala-the song of Hamsapadika. They

are described in detail in the fifth chapter of this thesis.
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CHAPTER NINE

CONCLUSION

Music has played a significant role in the enactment of the Sanskrit
plays. In the foregoing pages an attempt has been made to analyse, discuss
and evaluate the significance of music in Sanskrit dramatic literature. One
cannot think of the production of a classical play without the introduction
of music on several dramatic situations as well as on occasions when a
particular mood or sentiment needs to be created. It is this point that is
given prime importance in the present thesis. Indeed, the supreme
significance attached to music was underscored by the earliest writer on
dramatic literature, 1. e. Bharata. It 1s not accidental that literature in

Sanskrit has been enriched by several treatises on music and musicology.

In NS, drama is mentioned as visual poetry-dr§ya kavya. As per the
request of Lord Brahma, Bharatamuni initiated drama with complete
audio-visual techniques for the entertainment of Gods. Later, drama turned
out to be the means of entertainment for only Kings. Often dramatic stages
were the venues to prove the mettle of the actors, especially during the

festival occasion in the royal courts. As these dramas gave equal
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importance to nrtta, natya or abhinaya, they become popular, enjoyable to

all.

In the opening parts of dramas of Bhasa and kalidasa, it is told that
dramas were enacted in particular seasons. This proves the fact that drama

could add to the beauty of festivals and celebrations.

Even though Sanskrit drama varies largly from Western drama, it
has astonishing similarities with Greek drama. The six essential qualities

described in drama are-

1. Plot

2. Character
3. Thought
4. Diction

5. Music

6. Spectacle.

These are mentioned in the Sanskrit drama also, even though they

emphasis is laid on plot, character and rasa.
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Translated dramas came in Malayalam as a result of being
fascinated by the aesthetic beauty of Sanskrit Drama. But it is a truth that
Malayalam drama failed to achieve that poetic beauty of Sanskrit drama.

This later lead way to free for independent dramas.

There are many dramas of Bhasa which do not obey the rules of
Bharata’s NS in Sanskrit. Malayalam drama, on the other hand, didnot

have any rigid framework of rules. Tamil drama gained its progress during
the regin of His Highness Swati Tirunal. In his Malayala-Sahitya
Charithram, G. Sankara Pillai says that the regular visits of famous Tamil
musicians to Travancore paved the way for Tamil drama, which was
enentially of musical. Even though there are many musical dramas in

Malayalam, only ‘Sadarama’ a drama by K.C. Kesava Pillai which

combined literary and musical qualities perfectly together-succeeded. In
Malayalam drama, songs suitable for karnatic ragas were used instead of

Sanskrit Slokas.

Hindi dramas are sculpted by combining Indian drama with the
modern techniques of western drama. Even though they do not have great

quality or substance, considerable changes have occured to them post
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independence. Today, dramas became more professional. They need the

approval of the audience rather than the convension of drama.

Rabindranath Tagore considered drama as drama gave it an
independent place. He tried to create a new drama out of the combination

of Eastern, Western and Folk cultures.

In Sanskrit drama, the auditory dialogues have duties other than
conveying the emotions and thoughts of the characters. In the dramas of
Kalidasa and Bhasa-dialogues convey not only the emotions of the
characters, but also the atmosphere of the story, time and background. The
atmosphere of the Kanvasrama in S/a_kunta.]am and Lanka and seashore in

Abhisekanat aka are examples.

Later on another visual drama named ‘Chavittu nataka’ came in to

existence as a culmination of Eastern and Western drama, but it also failed

to achieve the aesthetic beauty of the Eastern Sanskrit drama.

We should be proud of our dramas, as they were staged visual
poetries with enough techniques to entertain a large number of audience-
even before the advancement of a new technological Era. Today arts-

music, orchestra and dance (gita, vadya & nrtta) have independent
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existence and importance. Now music is included in drama, only to satisfy

the need of the audience. Thus the story of drama- a culmination of
‘tauryatrika’ is lost. Even though Sanskrit is a simple language, common

people found it difficult to understand. Lack of efficient artists was

another reason.

Kutiyattam is a visual representastion of Sanskrit drama. It has got a
speciality- it show-cases of the performance of artists who belong to a
certain caste. The staging of Sanskrit dramas are realised through this art
form. Here also, drama is not performed in its complete sense-importance
i1s given to some particular areas of drama. The tendency of the people
belonging to this community-Chakyar to deviate from Kutiyattam affects

drama adversely.

There is no relevant progress in the staging techniques and devices
of drama as there was in the old times. I have mentioned earlier that
ancient drama gave equal importance to nrtta, vadya and gita. But today
this practice is unfortunately, not even heard of. Whether there was a
practice of songs in dramas-dhruva-giti-s on stage is a matter of

discussion. There were five types dhruva ganas or gitis as per Bharata’s

NS. From that we can assume that dhruva giti-s had their existance. One
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thing we should keep in mind that often the poetic beauty lies in the
language rather than in stage performance. In old Sanskrit drama, entering
and exiting the stage was expressed or presented through language-
through sentences. But it is hard to understand that the audience will get
dhruva-giti-s through appreciation. Whatever that is let us conclude that

there existed dhruva-giti-s.

Dramas were seen as the venues of the culmination of art and
entertainment. They were the only way of entertainment for people

irrespective of their gender, age and status. From the words of ancient

critics, we can understand the importance of drama-‘ATeHT Hidad is a

brilliant example of this. It means that drama is the ultimate work of a
poet. A poet becomes perfect only after the composition of a drama. In
other words the genius of a poet is judged by his dramatic work! That

much importance was given to drama and dramatists.

As I conclude my dissertation, I would like to underline the

following points as its findings:

J Music being an integral part of Sanskrit drama, its employment in it

1s brought in to effect by several subtle factors.
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° Music is the chief factor of entertainment in drama, the other two
being rhythm and acting. All these three factors constitute the

concept of tauryatrika.

° Bharata allots a separate chapter, that is, chapter thirtytwo, for the
treatment of dhruva giti-s in Sanskrit drama. An analysis of which

is taken up in the dissertation.

° Bharata discusses the particular sequences when dhruva giti-s were
put to use. This underscores the significance that Bharata attaches to

music in drama.

° The primary concept of drama in Sanskrit was in the form of an

entertainment or kridaniyaka-

SATATHGHATAATT AT © Bl AT6TH

SUTGHATHRAHATIHRE W b T5em |

TOIGHIHS ATHAN ATARE A

.o c X . s 1,409
ST THISASIY Jdgdresh HARE | |

But the elaborate treatment of Sanskrit drama in NS and other

important dramaturgical text underlins the fact that the drama, as tragedy

409

MA, 1,V.4.
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by Aristotle, was considered the most serious form of theatre art in
Ancient India. Dramatic art was treated it as much gravity as life itself
because life is often conceived. The human life is also conceived as a play

that is being inacted continously.

] There are certain types of dramas in which the music is given prime
significance like the plays of Kalidasa. The dramatic irony of

Hamsapadika’s song in the beginning of the fifth act of AS, the

song that Malavika enacts in the first act of MA and the whole of
the fourth act of V'V wherein the hero Pururavas is left alone on the
stage singing various songs in search of his beloved appears to be

quite dramatic.

° An analysis of various kinds of dhruva giti-s is attempted in the
thesis. The dramatic significance of the dhruva giti-s with reference
to the the entrance and exit of the several stage movements of

characters is discussed in the dissertation.

. The situations in the drama, others than those of the dhruva giti—s,
where music is played to create a particular dramatic mood are also

discussed in the thesis.
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The observation made by the major dramaturgists in Sanskrit on the

nature and role of music in plays have been codified in the thesis.

In modern play production with regard to Indian classical drama are
beset with several subtle musical patterns, the tradition of which is

embedded in the views of Sanskrit authors.
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